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Abstract of thesis entitled: 
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Submitted by Chan Ka Yan 
For the degree of Master of Philosophy in Communication 
at The Chinese University of Hong Kong in August 2002 
Based on a case study on the local band LazyMuthaFucka (LMF), this paper aims to explore the 
relationship between youth subculture and the dominant culture in the specific empirical 
context of Hong Kong. Subcultural theorists, when addressing this research question, mainly 
focus on two major concepts: “resistance” and “incorporation，，. This thesis reinterprets these 
two concepts by following a 3-level framework. The first level is a textual analysis of the 
musical, visual and ideological elements of LazyMuthaFucka and their performance, showing 
how LazyMuthaFucka resists and how it is exploited by the dominant culture. The second level 
is the reception studies, exploring how the subcultural discourses compete with the dominant 
ideology to construct the subjectivities of the young people. The third level is an articulation of 
the emergence of LazyMuthaFucka to the local specific historical and contextual factors. The 
conclusion of this thesis proposes that first, due to a drastic change in the specific contextual 
factors of post-97 Hong Kong, popular resistance is gradually consolidated. When 
LazyMuthaFucka makes a bricolage of this popular resistance with the transcultural form of 
Hip-hop musical style, Cantonese slang and subterranean values to create a new subcultural 
capital, relationship between the dominant culture and the subculture becomes paradoxical: the 
antagonistic relationship between subculture and the dominant culture in a single discourse may 
disappear in another. In certain discourses, alternative discursive resources may even be 
compatible with the dominant ideology; and seemingly radical resistance is actually peripheral 
when one realizes there is a support from the popular discourse. Second, it is originally assumed 
that the young people would use the alternative discursive resources to resist the dominant 
ideology but, contrary to my expectation, they seldom do so; and the dominant discourses often 
occupy a predominant position in the construction of young people's subjectivities. Third, 
"incorporation" of subculture is not in a one-way or trickle down direction but there is 
dialectic between “incorporation” and "excorporation". In this dialectic, an "imagined 
boundary" between "authenticity" and "inauthenticity" acts as a reference point for 
subcultural bearers to seek an optimal position. 
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Chapter 1 Introduction: Resistance & Incorporation in Subcultural Studies 
Research Objective 
With the monopolistic cooperation between record companies, media and advertisers, the local 
pop music scene has been dominated by Canto-pop for nearly three decades, although there 
have been occasional stimuli made by foreign music and local band sound. ^  Other than those 
who are fond of uncommercialized and unadvertised indie bands, the majority of music fans 
turn to the mainstream syrupy Canto-pop idols. Therefore, the rise of the local underground 
band LazyMuthaFucka (LMF) can be regarded as a breakthrough in the local music scene. 
LazyMuthaFucka, credited to be the first Cantonese language Hip-hop band in Hong Kong, 
features the themes of social critique, youth problems and enthusiasms towards Hip-hop culture 
with using abusive language in their lyrics. ^ Reflecting what is on the hearts of the young 
people, the band became very popular among the teenage fans. Their vulgar lyrics and wild 
performance in the campus, not only generated a substantial “moral panic" (Cohen, 1972) in the 
society, but also successfully helped the band project a resistant posture. Thanks to the media 
hype, this "resistant posture" is reinforced but at the same time, rapidly devoured by the market. 
The relationship between subculture and the dominant culture seems polymorphous: it 
comprises resistance, suppression and exploitation. Therefore, inspired by the case of 
LazyMuthaFucka, this thesis aims to ask the question, “What is the relationship between the 
dominant culture and subculture?" 
ipor instance, from the 1960s onwards, there have been significant waves of Western-pop, J-pop (Japanese-pop) 
and K-pop (Korean-pop). 
2According to Rose (1994), Hip-hop is an Afro-diasporic cultural form which attempts to negotiate the experiences 
of marginalization, brutally truncated opportunity and oppression within the cultural imperatives of 
African-American and Caribbean history, identity and community. It is the tension between the cultural fractures 
produced by postindustrial oppression and the binding ties of Black cultural expressivity that sets the critical frame 
for the development of Hip-hop. In general, Hip-hop usually articulates a variety of themes that illuminate the 
hopeless despair of inner city degradation and social decay, including distrust, anger, resistance, racism, and power 
struggles against dominant institutions (Martinez 1997). In the United States, for example, local Hip-hop scenes 
link various regional postindustrial urban experiences of alienation, unemployment, police harassment, social, and 
economic isolation to their local and specific experience via their language, style, and attitude (Rose, 1994). 
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The Case 
"The name itself says it all! Hong Kong over the past two decades has been the Asian 
center for producing formulaic Canto-pop and has had massive success at exporting its 
artists and music to the Chinese community all over the world. 1999 has seen the 
beginning of the change, brought about by the youth of Hong Kong. LMF are the first 
hardcore, Hip-hop band in the Cantonese-speaking world! Consisting of 10 core members 
that are involved in every facet of the creative and musical process, they write, arrange and 
� p r o d u c e their own material that it (is) taking the Chinese-speaking world by storm. Think 
of a bit of Wu-Tang, a slice of Kid Rock and some kicking New York Gangsta feel all in 
Cantonese. In early 1999，LMF released their debut EP commercially on their own. No 
marketing, no promotion work but a great street buzz led them to outsell bigger 
well-known mainstream names backed by major labels! LMF are signed to Warner Music 
Hong Kong via the DNA imprint and their major label debut is due March 2000. 
Unsolicited interest has been received from the US and Japan. Not much to say, let the 
music play!" 
--From Official Website of LazyMuthaFucka^ 
LazyMuthaFucka first appeared in 1992. At the end of a series of underground concerts called 
“Dark Entry’，，there was an improvised crossover performance of different bands, including 
Anodize，Zig Zag, Zenith, Fraina and Martyr. This collaboration is called "LazyMuthaFucka", 
which actually refers to one member of Anodize, Ah Wah. In the middle of 1998, Prodip, one of 
the band members of LazyMuthaFucka initiated a regrouping of the local bands and musicians 
^Retrieved from http ://www. lazymf. com 
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such as Anodize, N.T., Screw and DJ Tommy to appropriate the Hip-hop music style and 
release an EP called "LazyMuthaFucka"."^ The great street buzz of this EP drew the attention 
from major record labels and LazyMuthaFucka were finally signed to the independent label of 
Warner Music Hong Kong, DNA，in the name of a.room. Their first album after signing with 
DNA was released in the summer of 2000 and sold more than 70,000 copies. Their 
controversial lyrics, live performance and cynical remarks became the talk of the town. The 
unexpected success of commercial cross-over between record industry and band sound, the 
controversy about the foul lyrics and shocking performance of LazyMuthaFucka make it a good 
case for studying the paradoxical and polymorphous relationship between subculture and the 
dominant culture. 
This chapter begins with a conceptualization of subcultures. A theoretical review will then be 
presented to illustrate the relationship between subcultures and the dominant culture. A critique 
will then be presented to illustrate what was neglected and overlooked by these studies. Based 
on this theoretical discussion, my argument as well as the organization of the following sections 
will be presented at the end of this chapter. 
Conceptualizing Subcultures 
"Subcultures come in many, varied and disputed forms." Gelder & Thornton (1997) wrote in 
�Davy Chan, a member of LMF, explained how he combined Hip-hop music with the band sound he used to play. 
“1 got into Hip-hop through bands like Cypress Hill, who combine real instruments like guitars and bass with their 
beats, unlike people like Wu Tang Clan who mainly use drum machines and a guy rapping, which is so boring to 
me. I like Hip-hop combined with musical elements, something more song based. DJ Muggs (of Cypress Hill) is a 
smart guy who uses different elements to create his own style of Hip-hop to make it more interesting which is the 
same thing that I 'm trying to do.，’(Yusof’ 2000) MC Yan, who is responsible for all the rap lyrics ofLMF's songs, 
expressed, "For Chinese rap, no one has established a complete system of Cantonese rap. There is no history and 
right now my task is to transcribe past Chinese literate structure into today's literature through rap. Classic Chinese 
literature, technically, was all worked out. Looking and using it today, one needs to look at it differently. I look into 
traditional Chinese opera, how that works phonetically and try to make it flow into today's more western 
influential approach to social ideology. Chinese literature and poetry never had any of this, so it is very new to us. 
I want to encourage new cultural make up. It's hard but it doesn't mean we cannot try." (Like Chopsticks and Sova 
Sauce, n.d.) 
3 
the preface of Subcultures Reader. I will not attempt to seek an official, comprehensive or 
universal meaning of the concept "subculture"; rather, in this chapter, I will explore the concept 
of "subculture", with reference to the systematic academic researches since the pioneer 
research of Centre for Contemporary Cultural Studies at the University of Birmingham in the 
1970s. 
Double Articulation of Youth Subculture 
Clarke et al. (1976) introduced the idea of double articulation to put youth in the dialectic 
between the "parent culture" and the "hegemonic dominant culture". To them, there was never 
only one set of cultural form in the society, instead, there would be more than one cultural 
configuration in play at a particular historical moment. The structures and meanings, which 
most adequately reflected the position and interest of the dominant class, stood as a dominant 
culture. This dominant culture tried to define and contain all other competing cultures within its 
inclusive range. It provided the horizon of thought and action views that stood as the most 
natural, all-embracing and universal culture. Other subordinate cultural configurations would 
struggle with it, seek to modify, negotiate, resist or even overthrow this hegemonic dominant 
culture. They also contended that in a modem society, social classes contributed to be the most 
fundamental groups, and the major cultural configurations were therefore "class cultures". By 
introducing “class” to the analysis of youth subculture, they coined the term “parent culture", to 
refer to the larger cultural networks in which the smaller, localized and differentiated 
subcultures are situated. With reference to this "parent culture", "subcultures must exhibit a 
distinctive enough shape and structure to make them identifiable different from the parent 
culture. They must be focused around certain activities, values, certain uses of material artifacts, 
territorial spaces etc. which significantly differentiate them from the wider culture. But since 
they are sub-sets, there must also be significant things which bind and articulate them with the 
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parent culture.，，(1976, p.13-14) Thus, while the subcultural bearers shared the same class and 
the same life-experiences as the “parent culture", "through dress, activities, leisure pursuits and 
life style, they might project a different cultural response or solution to the problems posed for 
them by their material and social class position and experience." (1976，p.l5) Murdock (1974)， 
Brake (1985) and Cohen (1972) made similar points, suggesting that subcultures were symbolic 
solutions to the structural problems of class. 
Subcultures as a Means of Solving Structural Problems of Class 
According to Murdock (1974; as cited in Sardiello, 1999), subcultures provided the meaning 
systems, modes of expression and a pool of available symbolic resources for individuals or 
groups in particular parts of the social structure to make sense of their own specific situation, 
construct viable identities and, as a collective solution, to resolve the shared contradictions in 
social situations. 
Brake (1985) illustrated formation of subculture as an attempt to “solve certain problems in the 
social structures, which are created by contradictions in the larger society" (1985, ix). Brake 
argued that young people, attracted by the rebelliousness, hedonism, and escape from the 
restrictions of work and home, were prone to joining subcultures. Subcultures were said to be 
somehow “magic or symbolic solutions" of resolving collectively experienced problems that 
arise through one's low position in the socioeconomic structure, and of developing a distinctive 
identity. To Brake, on one hand, subcultures symbolized resistance to subordination, challenged 
the dominant social order, and covered the gap between one's low status and the position to 
which they aspired. On the other hand, including the attributes of style, lifestyle, music, image, 
values and ideology, subcultures provided a set of “symbolic resources" and offered a “free 
area” for young people to relax outside the scrutiny of the adult world and achieve a collective 
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identity different from that ascribed through school, work and class. 
Cohen (1972)，in his work based on the London East End working class community, proposed 
that the working class teenager experienced the shifts and fragmentations in the family, kinship 
and neighborhood situations. They attempted to "resolve" these problems on the ideological 
plane. It was this attempted "ideological solution" that attributed the rise of different working 
class youth subcultures of the period. To him, the latent flinction of subculture was to "express 
and resolve, albeit magically the contradictions (in the ideological and economic level) which 
remain hidden or unresolved in the parent culture" (1972，p.23). 
To summarize the above conceptions, subcultures are first located in relation to the broader 
cultural structures of the "parent culture" and the "hegemonic dominant culture". Its relation 
with the hegemonic dominant culture is a subordinate one while its relation with the "parent 
culture" is best presented by Cohen (1972), who contended that "subculture is a compromise 
solution to two contradictory needs: the need to create and express autonomy and difference 
from parents and, by extension, their culture and the need to maintain the security of existing 
ego defenses and the parental identifications which support them." (1972, p.26) Second, 
subcultures are seen to be a cultural response or “symbolic solution" to resolve the problems 
related to subordination in social class. Third, to make them identifiable different from other 
cultural configurations and to construct a viable collective identity, subcultures must be focused 
around certain subcultural styles. 
Subcultural Styles 
Cohen (1972) subdivided subcultural style into four symbolic subsystems: dress, music, argot 
and ritual. Articulation of these four subsystems constituted the distinctiveness of subcultures. 
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Clarke et al. (1976) discussed the concept of "subcultural style，’ more fully, by proposing that 
the generation of subcultural styles involved an internal process of differential selection, 
appropriation and transformation of various symbolic objects. Two principal concepts related to 
the subcultural stylization are "bricolage" and "homology". “Bricolage” refers to “the 
re-ordering and re-contextualization of objects to communicate fresh meanings, within a total 
system of significances, which already includes prior and sedimented meanings attached to the 
objects used." (1976, p. 177) "Homology" is a principal concept in the studies on youth 
subculture originally employed by Levi-Strauss and first applied by Willis (1978) in his book 
Profane Culture. It refers to the ‘‘symbolic fit between the values and life styles of a group, its 
subjective experience and the musical forms it uses to express or reinforce its focal concerns." 
(Hebdige, 1979, p. 113) 
For Clarke et al. (1976), subcultural style had the function of defining the boundaries of group 
membership as against other groups and producing “an organized group-identity in the form 
and shape of a coherent and distinctive way of being-in-the-world" (1976，p.54). Hebdige 
(1979) suggested that style was a signifying practice and that it was a fabricated display of 
codes of meaning and as a strategy of semiotic resistance to the dominant social order. For 
Hebdige, the fundamental tension between those in power and those condemned to subordinate 
positions was always figuratively expressed in the form of subcultural style. Cohen (1972) 
made similar point: Style is essentially a type of symbolic or magical resistance to 
subordination. 
It is a common ground for CCCS (Centre for Contemporary Cultural Studies) researchers to 
explain the politics of subcultural resistance to hegemonic culture by Roland Barthes， 
semiology, interpreting the cultural use and subcultural meanings behind different symbols 
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(Epstein, 1999). Music is one subcultural style in which academia has particular interest. 
Music as Subcultural Style 
"Youth would appropriate particular objects which are homologous with their focal concerns, 
activities, group structure and collective self-image; and objects in which they see their central 
values held and reflected." (Clarke et al.，1976，p.56) One of these objects is music. Willis 
(1978) explored the homology between musical selection and taste and other aspects of group 
lifestyle of Hippies and Motor-bike Boys. He also showed how these groups used consumption 
choices to construct their cultural meaning. Lewis (1987; as cited in Sardiello, 1999) contended 
that certain musical tastes became associated with cultural content and value themes that they 
could be either contained in the content of the music itself, or created by the groups who 
interpreted it and gave it meaning. So music helps reflect and express the values shared by the 
musicians and the audiences. 
Music also helps organization and management of personal feelings (McCarthy et al., 1999). 
Grossberg (1992) further developed the concept of "affective alliance" in order to explain the 
relation between social reality and emotional power of music. “Affective alliance" is the 
organization of concrete material practices, cultural forms and social experience which both 
opens up and structures the space of affective investments of young people. Music, to 
Grossberg, affectively organized everyday life according to three intersecting axes. The first 
was the pleasure of the body: At its simplest level, the body vibrated with the sounds and 
rhythms, and that vibration could be articulated with other practices and events to produce 
complex effects. The second was that music functioned to provide strategies for escaping, 
denying, celebrating and finding pleasure for surviving within a Post-modem world 
characterized by uncertainty. The third was youth as difference: Music, encapsulating its fans 
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and excluding the others, functioned as a boundary and defined the site of youth culture. 
Through emotionally involved with the music, young people distinguish themselves from 
adults and from others; through cultural consumption of music, young people define 
themselves and mark out their difference from others (Gelder & Thornton，1997). Therefore, 
the consumption of music and display of musical taste serves the function of constructing self 
and collective identities. By examining the Rock music subculture, Frith (1978) generally 
shared the same view. He contended that adolescents used music as a badge and a background 
to identify and articulate their emotion. For the subversive nature of Rock music, youth would 
use it in their struggle with those with power, such as parents and schools. In the section to 
follow, I will go on to elaborate this tension between subculture and the dominant culture. 
Resistance: An Antagonistic Relation between Subculture and Dominant Culture 
As mentioned, Clarke et al. (1976) stated that youth is situated in the dialectic between a 
hegemonic dominant culture and the subordinate working-class parent culture. The dominant 
culture was the ruling class or the middle-class culture. Subordinate classes defined the existing 
social system in "deferential (accept the world as it is) or aspirational (accept the world as it is, 
but not one's personal place in it) terms" (Brake, 1980, p.67). "Hegemonic dominant culture" 
actually refers to Gramsci's conception of "hegemony", which refers to the moment when the 
ruling class is “able to coerce a subordinate class to conform to its interests" and to "exert a total 
social authority over subordinate classes." (Clarke et al., 1976，p.38) It involves the exercise of 
power to frame alternatives and contain opportunities, to win and shape consent, to define the 
agenda, to shape preferences, to construct the subjectivities of the subordinate, so that the 
granting of legitimacy to the dominant class appears not only spontaneous but natural and 
normal (Clarke et a l , 1976). Constant attempts to control, delegitimate, and disparage the 
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pleasures of the people prevent any threat to the power of the dominant (Fiske, 1989, p.9). 
“Hegemony works through ideology that does not consist of false ideas, perceptions, and 
definitions.” (Clarke et a l , 1976，p.39) Subordinate class is inserted into institutions and 
structures that support the dominant order. Alternative institutions of defense and resistance 
thrown up by the subordinate class is often weakened, destroyed, displaced or incorporated. 
Under the strong and coherent hegemony, the subordinate structure never disappears but 
develops its own corporate culture, forms of social relationship, institutions, values and modes 
of life which coexist and struggle with the dominant culture (Clarke et a l , 1976). Working-class 
youth subculture is one of these cultural forms. This contention is rather class-bound, reducing 
the antagonism between subculture and dominant culture to a class struggle against hegemony. 
Over the past few decades, this antagonism has been the focus of subcultural studies. 
"Resistance to power" seems to be the central concern of subcultural theorists. 
Fiske 's Contention of Resistance 
For Fiske (1989), the power-bloc consisted of a relatively unified and stable alliance of social 
forces - economic, legal, moral, aesthetic. There was always an element of resistant culture that 
lies outside social control, and escapes or opposes hegemonic forces. Resistance stemmed from 
using the discursive resources differently from the dominant forces. This resistance, evasion, or 
scandalization of meanings proposed by the forces of domination brought an empowering 
subversive pleasure as it created a privatized domain beyond the scope of the power whose 
essence lied in its omnipotence. For the powerless, this pleasure in resisting or evading power 
was at least as great as the pleasure of exerting power for the powerful. For Fiske, "opposition 
to the power-bloc can be thought as one between homogeneity and the heterogeneity, between 
the center and the circumference, between centripetal and centrifugal forces, or, more 
belligerently, as the conflict between an occupying army and guerrilla fighters." (1989，p.8). 
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Study of Youth Subculture by Foucault's Micro-relation of Power 
Hebdige (1988) interpreted the youth subculture by referring to Foucault's microphysics of 
power and resistance. Subculture was not a simple resistance against symbolic order. It was a 
declaration of independence, of Otherness, of alien, a refusal of subordinate status, an 
insubordination, but it was at the same time a confirmation of powerlessness and a celebration 
of impotence. Hebdige made three propositions on youth and subculture, which gave a clear 
concept of subcultural resistance to power: 
1. Youth is present only when its presence is a problem, or when its presence is regarded as a 
problem. Youth is often active in the official discourse with relation to deviance, cognitive 
dissonance and maladjustment when young people make their presence felt by going out of 
bounds, by dressing strangely, by resisting through rituals, by confounding surveillance or 
by issuing challenges. Challenging the symbolic order, exceeding the consensual 
definitions of the proper and the permissible guarantee young people's subordination and 
the pleasure of transgression. 
2. Expressed primarily through consumption, posture and symbolic disaffection, subcultures 
can be seen as attempts to win breathing space outside the existing cultural parameters, as 
collective responses to dominate value systems, as forms through which certain sections of 
youth oppose or negotiate, play with and transform the dominant definitions of what it 
means to be powerless on the receiving end. 
3. The subcultural milieu has been constructed beneath the authorized discourses, in the face 
of the disciplines of the family, the school, and the workplace. It is formed at the surface 
between surveillance and the evasion of surveillance. It translates the fact of being under 
scrutiny into the pleasures of being watched. 
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Incorporation: An Exploitative Relation between Subculture and Dominant Culture 
Other than antagonism, the exploitative relationship between dominant culture and subculture 
constitutes to be another focus of subcultural studies. 
From Point of View of Consumption: Youth as Consumers, Subcultures as Commodities 
Hebdige (1983) contended that "youth-as-trouble" had been the tradition in youth studies since 
the Chicago School, which defined the links between deprivation and juvenile crime. Thanks to 
the relative affluence in the 1950s, it brought the other face of British youth into focus, that is, 
youth-as-fun. 
"The invention of the teenager is intimately bound up with the creation of the youth market. 
Eventually a new range of commodities and commercial leisure facilities is provided to 
absorb the surplus cash.. .to provide a space in which youth can construct its own identities 
untouched by the soiled and compromised imaginaries of the parent culture. Eventually: 
boutiques, record shops, dance halls, discotheques, television programs, magazines, the 
Hit Parade. •. By the mid-1960s, at the height of the mod craze, youth culture had become 
largely a matter of commodity selection, of publicly stated taste preferences... For young 
people in search of an expressive medium, goods could function symbolically as 'weapons 
of exclusion' [Douglas and Isherwood 1979 p.85], as boundary markers, as a means of 
articulating identity and difference. Converting themselves into objects, those young 
people immersed in style and the culture of consumption seek to impose systematic 
control over the narrow domain which is theirs and within which they see their real selves 
invested, the domain of leisure and appearance, of dress and posture."(Hebdige, 1983, 
p.401) 
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Here, Hebdige considered youth subcultures as "commodities" for young “consumers，，to gain 
a sense of "difference". While there were radical subcultural bearers treating subcultural styles 
as a form of "resistance" and consciously using it to portray a "progressive posture", others 
might simply consider the subcultural styles as "commodities". 
From Point of View of Production: Defusion and Incorporation of Subculture 
Clarke et al. (1976) identified "exploitation of subcultural style by the dominant culture in two 
opposed aspects; on the positive side a heavy commercial investment in the youth world of 
fashion and trends, and on the negative side a persistent use of style-characterizations as 
convenient stereotypes to identify and isolate groups dominantly regarded as anti-social." 
(1976, p. 185) Clarke et al. (1976) suggested that the commercial diffusion of subcultures was 
not a simple "cultural process". Instead, the "original" subcultural style was mediated through 
networks of small-scale record shops, record companies and fashion enterprises, and was 
finally dispersed into a mass, pure "market" or "consumer" style. 
Apart from diffusion, Clarke also proposed the term defusion, which refers to “a particular style 
dislocated from the context and group which generated it, and taken up with a stress on those 
elements which make it a commercial proposition, especially their novelty... Typically, the 
more acceptable elements are stressed, and others de-stressed." (1976, p. 186) 
Hebdige's (1979) “The Meaning of Style ” proposed that subcultures were encapsulated in two 
characteristic forms, that is, the commodity form and the ideological form. 
In the commodity form, subcultural signs such as dress and music are converted into 
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mass-produced objects even if the meanings attached to those commodities are purposefully 
distorted or overthrown. Original signification of the subcultural style is translated into 
commodities, produced on a mass scale and made generally available to the consumers. For 
Hebdige, when the subcultures were commodifled and made generally available, they became 
“frozen”. 
For the ideological manipulation of subculture, deviance of a particular subculture is often 
amplified and dramatized. 
"Subcultural styles are ‘labeled，and re-defmed as deviant behavior by the dominant 
groups. The way in which subcultures are represented in the media makes them both more 
and less exotic than they actually are. They are seen to contain both dangerous aliens, wild 
animals and wayward pets." (Hebdige, 1979，p.94) 
If the commercial and ideological incorporation is successful, the subculture has also lost some 
of its oppositional profile. Therefore, the subculture will always be challenged to define itself 
anew when facing the fact that it has successfully influenced the dominant culture. “The 
(life-)cycle leading from opposition to defiision, from resistance to incorporation encloses each 
successive subculture."(Hebdige, 1979, p.100) For Hebdige, youth subcultures always moved 
from originality and opposition to commercial incorporation and ideological defusion as the 
culture industries eventually succeeded in marketing subcultural resistance for general 
consumption and profit; Youth cultural styles might begin by issuing symbolic challenges and 
ended by establishing new sets of conventions, by creating new commodities, new industries or 
rejuvenating old ones. In turn, as the youth subcultural analysis tended to celebrate the 
extraordinary as against the ordinary and represent youth subcultures in resistance, actively 
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refusing to conform to the passive cultural consumption of the majority of youth. Once 
resistance had given way to incorporation, analysis stopped and waited for the next great 
refusal. 
A Critique on Post-war Youth Subculture Studies 
“It is currently fashionable to criticize the CCCS work on subcultures." (Muggleton, 2000，p.4) 
Although CCCS is seen as the dominant and pioneering work on subcultural studies, it does 
receive critique ranging from its research methodology to its theoretical framework. In this 
section, I will summarize the major critique made to CCCS. 
First, CCCS was criticized of overlooking the subjective reality of individual subcultural 
member. In the Marxist theoretical framework, economic factors are seen as the ultimate basis 
of power and conflict and any specific element of society must be analyzed in terms of the 
whole social relations of which it forms a part. Relying on the Marxist theory as a framework, 
CCCS "identifies the historical problematic faced by the class as a whole and to which the 
subculture is an attempt solution." (Muggleton, 2000，p. 12) Therefore, it was criticized for 
losing validity with neglecting the subjective reality of individual subjects (Muggleton, 2000)， 
especially when the class dependence resistance seemed to vanish with the thinning of 
subcultural class identities and ties (European Institute for Progressive Cultural Policies, 2001). 
Moreover, with the use of semiology to "decode" the "secret" meaning of "styles", and the 
articulation with “resistance” and ‘‘magical solution", CCCS was criticized of over-theorization. 
Gary Clarke (1983; as cited in Stahl, 1999) questioned Hebdige's contention that as desires of 
individual subcultural members were much more subtler and ineffable, how one could 
"analytically leap from the desire for a solution to the adoption of a particular style." (Stahl, 
1999, Section 2) 
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Second, regarding subculture as a homogenous system in the past is seen as problematic now. 
Thornton (1995), in her study of Club cultures, adapted Bourdieu's idea of "cultural capital" 
and coined the term "subcultural capital" to refer the knowledge, tastes and social competencies 
that provide a marker of status in the terrain of subculture. It not only implied that there was a 
boundary marking out the subcultural members from members of other groups who were 
thought to possess poor taste. It also illustrated that subculture was not a "homogeneous" 
system, within which there was internal diversity and hierarchy. 
Finally, it is the question of "authenticity" that receives sporadic attacks. In the Introduction of 
Resistance through Rituals, Clarke et al. (1976) stated that the media often reported on the most 
phenomenal aspect of youth subcultures and therefore, it was their aim to penetrate beneath the 
popular construction and move to the deeper meanings of subcultures, assuming that there was 
an "authentic subculture" that could be investigated. Meanwhile, after the subculture was 
incorporated, the wearers of the style were no longer resolving contradictions but merely 
following fashion, and therefore of no real concern to the CCCS. 
For the CCCS authors, there seemed to be a clear boundary between "authentic" and 
"inauthentic" subcultures. Only the "authentic subculture" was the "authentic" concern of these 
authors. With the rise of the controversial concept, "postmodernism", "authenticicity" was 
often questioned and a clear boundary between “original subculture" and "incorporated 
subculture" was considered problematic as well. 
‘‘What portions of their work can be applied today, given that Hebdige and Hall were 
working within post-war capitalism and a still overwhelming modernist conception of 
1 6 
culture? How do we begin to account for the shape and scope of subcultural groups and 
practices under the current capitalist regime? How, for instance, do we begin to discuss 
style as the preeminent signifier of subcultural allegiance in contexts that are continually 
subject to the changing shape of relations of production? In a world moving away from 
post-industrial modes to post-Fordist and finally to disorganized modes of production, 
signaling a marked transformation of social and geopolitical relations, how do we begin to 
even map out the context for a singular analysis?" (Stahl, 1999, Section 2) 
For the postmodernists, a clear boundary could hardly be drawn to differentiate the "authentic" 
and “inauthentic”，the “innovators，’ and “fad followers”. As Baudrillard (1983; as cited in 
Muggleton, 2000) contended, subcultural styles were becoming “simulacra，，，copies with no 
originals, the fastening process of incorporation made the problem of ‘‘authenticity，，and 
‘‘resistance’，negligible. A simple dichotomy of mainstream and subculture is now replaced by 
an ‘‘osmotic processes of interactions between subcultures and mass cultural forms" (European 
Institute for Progressive Cultural Policies, 2001). Gary Clarke (1983; as cited in Muggleton, 
2000) also criticized a mere concern on the "authentic and original subculture" would lead to 
"an uncomfortable absence in the literature of any discussion as to how and with what 
conscqiicnccs the pure subcultures arc sustained, transformed, appropriated, disfigured or 
destroyed." (2000, p.22 ) 
Local Studies on Subcultures and Alternative Music 
We have just reviewed ihc concept of subculture and examined how theorists interpreted the 
relationship between suhculiurc and ihc dominant culiurc. As these studies originated in the 
posl-war Britain where class cons muted a major part in the social structure and subculture v. as 
mainly interpreted as a magical solution to resolve class problems, one may find thai these 
r 
studies may not fully explain subcultures in other places like Hong Kong. Therefore, it is one 
aim of this research to revise and re-theorize the two concepts of "resistance" and 
“incorporation’，. Before putting forward my major arguments of this research, I would like to 
briefly outline how the research question is dealt by local academia first. 
Influence of Record Companies on Canto-pop 
Local studies on subcultures and alternative music are scarce. Available literature mainly 
focuses on the studies on Canto-pop. Wong Chi-Wai (1991) for instance, compared the local 
music scene from 1950 to 1960 and 1970 to 1980 in order to verify how the Big Five 
transnational record companies dominated and influenced the local music scene. From lyrical 
and ideological content, musical arrangements to the image of pop singers, local music was 
strongly influenced by foreign music. Gabriella Wong (1992) made a similar point. Based on a 
quantitative analysis on all songs that made it to the top ten of the popularity chart of Radio 
Television Hong Kong, it illustrated how the oligopoly of large corporations in the record 
industry restricted the variety of Canto-pop. Wong Chi-Chung (1996) documented the 
development of local pop music industry and highlighted several significant band waves that 
had swept over the local music industry in the past decades. For Wong, business conditions had 
been the prime considerations of the music industry. As the forms, styles, gimmicks and images 
of pop ran dry, shortening of pop life accelerated and music quality degraded. In such crises, 
majors sought more possibilities and the band sound was employed as a decentralized tactic. 
According to these studies, the monopoly of the major record labels is so powerful that it leads 
to a homogenization and standardization of Cantonese pop music. For Wong Chi-Chung (1996), 
though there had been significant indie band movements in the past decades, band sound was 
actually one of the decentralizing tactics of major labels to expand their market. I do not deny 
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this contention, and it is one aim of this paper to explore how LMF is exploited by the record 
industry. However, although there may be business logic behind each Cantonese pop song, 
when it comes to consumption, reading and interpretation is open to the audience. Popular 
music, as a product, can be consumed by all; can also be articulated to the specific context and 
serves to reflect the specific culture in which the music is produced (Chan, 1997). It is therefore 
an effort for the local academia to explore the meanings embedded in the Cantonese song lyrics. 
Textual Analysis on Cantonese Song Lyrics 
Yip (1994) tried to mediate the colonial history of Hong Kong with the cultural history of Sam 
Hui's rising popularity and his lyrics. Chan (1997) tried to articulate the pre-97 context of Hong 
Kong through textual analysis of different styles of Cantonese song lyrics. Chu (2000)，other 
than mapping out the contour of the local band scene through a documentary perspective, also 
analyzed different band lyrics and articulated them to different theories of cultural studies. For 
songs with folk music style, innocence was the best tactic for bands to resist the modem 
societies saturated with different social problems. For songs with rock music style, rage and 
depiction of carnival was the best weapon for bands to resist the social orders. Bands seemed to 
be so resistant but Chu asked a good question, "whether this resistant discourses are noises or 
harmonic to the mainstream as these bands are signed to major record labels and band sound is 
seen as a tactic of gaining the marginal profits." In this paper, I will go on to explore this 
question, examining how LMF resists the dominant ideology and how the market devours this 
resistance. 
Case Studies on Alternative Bands 
The aforementioned local studies all focused on Canto-pop and popular bands. As this is a 
study exploring the relationship between subculture and the dominant culture based on a case 
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study of an underground band, it is necessary to review literature that deals with underground 
band music. 
Unlike cultural studies that place resistance in the semiotic or imaginary level, Lee's work 
(1999), based on a case study of Blackbird, argued that resistance resided in everyday practices 
and verified it by exploring different oppositional practices and views of Blackbird. Blackbird, 
had a clear standpoint of opposing capitalistic ideology and the commercial logic of record 
industry; they refused to have flill-time jobs, and refused any institutional support or contract 
deals with record labels. It is therefore a very good case to illustrate subcultural resistance. 
However, its resistance is very different from that of LMF. As I will elaborate later in this paper, 
resistance is not singular, but has multiple possibilities, and Lee's work only deals with one of 
them. With a special empirical context of post-97 Hong Kong, LMF's resistance is supported by 
populist sentiments and exploited by the mainstream market; it is therefore more complicated 
than the case of Blackbird. 
Ma's work (forthcoming a) was an ethnographic study of LMF. For Ma, the rebellious spirit of 
translocal indie music and personal frustrations of LMF members generated a pool of 
alternative emotional energies for socio-cultural differentiation. These energies served as a 
tactic of constructing a distinctive identity and as a fashionable icon. These energies could be 
articulated and channeled into popular anti-establishment discourses; they could also be 
amplified and re-charged by media stigmatization and commercial absorption. Ma 
(forthcoming b) studied the underground bandrooms to illustrate how local spatiality absorbed 
transborder subcultural energies and re-channeled them to become discursive resources for 
resisting local govemmentality and the work-and-spend culture of transnational capitalistic 
discourse. This paper adopts a different perspective. Instead of focusing on the everyday 
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practices of LMF with a theoretical framework of "emotional energy’，and "ethnomethods", this 
thesis focuses on the musical texts of LMF and meanings made by audience with a theoretical 
framework of "subcultural resistance" and "incorporation". 
Bakhtin used "heteroglossia" to refer to the inscription of multiple voices engaging in dialogue 
within the text. Ng's (2001) study captured this heteroglossia by opening up a space for 
multiple voices to be heard. LMF members, their fans, students, young professionals, teachers, 
parents and researchers voiced their views on foul lyrics and LMF. This thesis goes one step 
further. More than a presentation of empirical data, this thesis aims to revisit and theorize the 
concepts of "resistance" and "incorporation". 
After this literature review illustrating how theorists theorized the concept of subculture, how 
they explained the relationship between subculture and the dominant culture, and the major 
critiques made to these post-war subculture studies, I will discuss the methodological approach 
of this research. 
Conceptual Framework 
The case will be analyzed in a three level conceptual framework. Each level involves different 
research methods and deals with different empirical data in order to address the concerned 
research question. The first level textual analyzes the musical, visual and ideological elements 
of LazyMuthaFucka and their performance. The second level explores the ways 
LazyMuthaFucka and their music are used, interpreted and consumed by the audience. In 
Resistance through Rituals, Clarke et al. (1976) contended that, 
“While some subcultures are stable and persistent, others emerge at specific historical 
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moments: they become visible, identifiable and command the stage of public attention for 
a time. Then they fade, disappear or are so widely diffused that they lose their 
distinctiveness. Subcultures must be related to the total society for they do not exist in a 
vacuum, they are a product of a reaction to social forces existing in the world outside." 
(1976，P.14) 
Therefore, the third level examines the specific historical and contextual factors that contribute 
to the emergence of the band. 
The research methods employed in this paper are mainly textual and reception analysis. Textual 
analysis is conducted to examine how LMF resists and how it is exploited by the dominant 
culture. To find out how young people use the alternative discursive resources to resist the 
dominant culture, reception studies are conducted. 
Research Methods 
Textual Analysis 
In this research, I have analyzed the visual and the verbal elements of LMF's texts, which 
include their Cantonese rap lyrics, music videos, album cover design and different elements of 
their concert staging. The sample in the textual analysis includes all the albums and music video 
LMF and DJ Tommy have released. To examine how the band is exploited, criticized and 
condemned by the dominant groups, I have also analyzed the advertising campaign and media 
reports that feature LMF. 
Reception Studies 
Meaning is not inherent in a text but made by text readers. As texts are positioned in society and 
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in history, readers will bring different kinds of prior knowledge when they read the texts. 
Production of meaning thus always involves a dialectic relationship between the text, the reader, 
and their interaction (Thwaited, 1994). Therefore, any understanding of a cultural text must be 
analyzed from the perspective of the person who understands. In this research, reception studies 
are conducted to examine what readers give meaning to and use LMF and its music. Also, when 
they have given these meanings, how they accept, negotiate and resist the dominant ideology. In 
this research, I have conducted both focus group and in-depth interviews. 
• Focus Group Interview 
To capture a dynamic process of natural group interaction and collective interpretation, a focus 
group interview is adopted to investigate the contrary opinions of young people with 
subterranean beliefs and those without. Before the focus group interview, the participants are 
exposed to LMF's music and they then have to write up diaries. In the diaries, interviewees can 
freely associate their personal experiences, emotions and viewpoints with the media texts of 
LMF. After explaining the interactional rules for the discussion, purpose of the focus groups 
and confidentiality, the participants are subjected to the focus group interview, and they have to 
share with each other what they have written down in their diaries. 
There are two sessions of focus group interviews, one with the authorities and another one with 
the young people. Each focus group session lasts between one and two hours. I act as the 
moderator of the focus group interviews, responsible for guiding the discussion and taking field 
notes of discussion themes or other observations. Each interview is audiotaped with the 
permission of participants. Other than these two sessions of interviews, I have conducted a 
secondary analysis on audiotapes and transcripts of 18 focus group interviews, which are 
conducted by my co-authors of Ng's (2001) "Selling LMF, Files of Foul Language". Eleven 
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sessions of these interviews are conducted with authorities who are teachers, lecturers, parents 
or clergy. The remaining seven sessions of the interviews are conducted with young people 
whose ages range from 15 to 25 (see Table 1 and Table 2). 
Table 1 
Profile of Interviewees - Focus Group Interviews (Authorities) 
Focus Group No. Participant Identity 
1 Mr. Yu Secondary School Teachers 
Mrs. li/ 
2 Mr. Tai Secondary School Teachers 
Mr. Chow 
S Mr. Ng Secondary School Teacher 
4 Mr. Dick Parent 
5 Ho Secondary School Staff 
Anthony 
Au 
6 Miss Wong Staff of a religious group 
7 Mr. Chan Clergyman 
Miss Li Staff of a religious group 
8 Mr. Poon Parents 
Mr. Ng 
9 Cheung Parents 
Tong 
10 Mr. Wong Parents 
Mrs. Wong 
Chu 
11 Man Staff of a religious group 
Au 
She 
12 Betty Lecturer at a local university 
Maggie Research Analyst at a local university 
2 4 
Table 2 
Profile of Interviewees - Focus Group Interviews (Young People) 
Focus Participant Identity Age Sex Prefer LMF Prefer 
Group No. Bandsound 
~1 Ah Kit University Students TP ~ M f e Yes 
Gutyee 20 F No No 
Jun 21 M No No 
Cissy 19 F Yes No 
Ling 19 F Yes No 
Derek 19 M Yes No 
2 Yuk Kong Young Professional 23 M Yes Yes 
Ah Mei University Student 20 F No Yes 
~3 Ah Guei E5 Student 76 F fe Ws 
1 Tiih R3 Students Ts J Yes Yes 
Ah Sim F Yes Yes 
5 ^ F.5 Students Js A / ~ ^ fe 
Bonny 
Ben 
—6 ^ F.5 Students Tl ~F Yes fe 
Han M Yes Yes 
7 Riz Band members of Kinglychee 21-24 M No Yes 
Alex 





• In-depth Interview 
Eight in-depth semi-structured interviews are also conducted for validation and triangulation 
(see Table 3). As shown in Table 4，interviewees arc selected according to two dimensions, 
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preference to LMF and conformity to the dominant ideology. 
Table 3 
Profile of Interviewees - In-depth Interview 
Case No. Interviewees Identity Age Sex Prefer LMF Prefer Band Sound 
1 Ah Kit University S t u d e n t 7 P M f e ^s 
2 Calvin University Student 21 M Yes Yes 
3 Kwan R5 Student 17 M Yes Yes 
4 Chie University Student 21 M Yes Yes 
5 Gutyee University Student 20 F No No 
6 Ah Wai K5 Student 17 M No Yes 
7 Ah Wing University Student 18 M No Yes 
8 Nelson University Student 19 M No Yes 
Table 4 
Criteria of Selecting Interviewees 
Prefer LMF Songs Not Prefer LMF S o n g s “ 
Conform to Dominant Ideology Type 1 Type 3 
Not Conform to Dominant Ideology Type 2 Type 4 
By preferring LMF, I mean a general admiration of either the music talents of LMF members, 
the image of the band, the message-laden lyrics or the transcultural form of Hip-hop music 
genre. With distinct music style and image from the popular singers，LMF and its music can 
hardly be regarded as mainstream, though mainstream record companies and advertisers exploit 
them. Therefore, preferring LMF may imply certain latent dimensions, ranging from a 
preference to alternative band sound, interest in a new form of music genre, desire to pursue a 
sense of rebellion or sense of difference from the mass pop music consumers. It is not practical 
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to list all the possible latent meanings of ‘‘preferring LMF’，at the moment, but one cannot deny 
that both the band and its music represent an alternative, which more or less signifies being 
against the ideals of the dominant culture (Fisher, 1998). For the concept of "conformity to the 
dominant ideology", I mainly refer to the belief in social norms and obedience to the social 
orders. For one to be identified as conformists, he or she should strictly follow the generally 
accepted moral rules as their narratives, behavior as well as their self-evaluation show it. 
My basic assumption is that young people who do not conform might have a greater tendency to 
hold subterranean beliefs and to resist the dominant discourses, while it is more likely for the 
conformed young people to internalize the dominant discourses, and their subterranean beliefs 
are often restricted and suppressed. These two kinds of young people might have very different 
ways of interpreting LMF and its songs. I am interested to explore whether LMF and its songs 
will serve as subcultural capital that non-conformed young people can use to resist the 
dominant ideology. Also, through examining their interpretations of LMF and their songs, we 
can see how the conformed young people are disciplined to the dominant ideology. Therefore, 
"conformed young people who do not prefer LMF (Type 3)" and "non-conformed young 
people who prefer LMF (Type 2)，，in the typology are my main concern while the other two 
groups of interviewees in the typology, "conformed young people who prefer LMF (Type 1)，’ 
and “non-conformed young people who do not prefer LMF (Type 4)” will help explore any 
unexpected dimensions. 
Other than textual analysis and reception studies, there are other sources of references, which 
include official website of the band, published interviews, live concerts and interviews with 
LMF members. 
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Major Argument and Outline of Paper 
Following this literature review and a discussion on the methodological approach, the 
remaining four chapters present an analysis of my empirical data. 
Chapter 2 is a textual analysis on the musical texts of LMF, with life histories of the band 
members as a reference, to illustrate that the relationship between subculture and the dominant 
culture is fluid. It never falls into a simple dichotomy of "domination" and "subordination". In 
some discourses, resistance invokes immediate confrontation from the dominant culture but in 
others, resistance, with solid ground of support from popular anti-establishment discourses and 
dominant ideology, is ostensible. 
Chapter 3 is a presentation of the reception studies, revealing how the young audience of LMF 
interprets the songs of LMF and values held by the members. It aims to find out whether the 
musical texts of LMF will become alternative discursive resources for young people to resist 
the dominant ideology. I am also interested to find out how these alternative discourses compete 
with the dominant ideology in the construction of young people's subjectivities. 
Chapter 4 focuses on the concept of "incorporation", examining how LMF is exploited by and 
how it feeds back to the record industry, media and advertisers. Here, I will argue that 
"incorporation" is not in a one-way or trickle down direction but it is a dialectic relationship 
between "incorporation" and "excorporation" (Grossberg, 1984). In this dialectic, subcultural 
bearers constantly refer to an "imagined boundary" between "authenticity" and "inauthenticity" 
in order to seek for an optimal subject position. 
In Chapter 5, I will articulate the emergence of LMF to the local specific context and draw a 
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Chapter 2 Subcultural Discourse: Textual Analysis on LMF Music 
One of my interviewees wrote in his diary: 
"What appeared in my mind after listening to 'Lazy Clan (大懶堂)，(One of LMF's 
songs) was a montage of a series of pictures, showing groups of idle boys hanging 
around in a dark and smelly room." 
Hardcore underground music, stigmatized by the dominant discourse, is always evocative of 
these images. Having listened to LMF's self-financed debut album, "LazyMuthaFucka", 
disjointed snapshots come to my mind. Underground bands jam in a dark band room, revelers 
dance lasciviously in rave parties, a poor girl is sexually assaulted by her father, and groups of 
young people hang around in the hallways of seedy housing estates. However, as the speaking 
subject in their music, LMF bears the legitimate power to redefine and scandalize the dominant 
meanings. In LMF's lyrics, the images mentioned above turn out to be the best depiction of 
Hong Kong, which is officially defined as a "prosperous city，，. 
This chapter is a textual analysis of the musical text of LazyMuthaFucka (LMF), with life 
histories of the band members for illustrative purposes, to examine how LMF resists the 
dominant ideology. It is not my attempt to follow the tradition of subcultural studies, reducing 
or romanticizing resistance to a class struggle or a political resistance of the subordinated. 
Actually, the relationship between subculture and dominant ideology is more paradoxical and 
complex than subcultural theory can explain. Nor can it be concluded by a simple dichotomy of 
"resistance" and “domination”. In the sections to follow, I am going to deconstruct this complex 
relationship, showing that resistance is polymorphous. While resistance is radical in certain 
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discourses, in others, it is so only in the superficial sense. Actually it is supported by popular 
and even the dominant discourses. 
Lazy Clan: Dominant Values vs. Subterranean Values 
"Lazy Clan (大'觸堂)” seems to be the trademark of LMF: The phrases "Lazy Clan" and "Lazy 
Guy (Lazy 仔)” frequently appear in LMF's songs for self-reference; The Chinese character 
“懶” (Lazy) appears on the back cover of their first album "LazyMuthaFucka"; and above all, it 
is the song “Lazy Clan" that brings the band from underground to "over ground". Maybe it is 
the lazy voice, Santana-style Latin guitar solo or Hip-hop beat that makes the song “Lazy Clan" 
win over local young people and their second album with the same title reign the local hit 
parade. After all, the lyrics selling a lazy lifestyle may be the major factor that contributes to 
this underground myth. 
Young (1971) suggested that coexisting alongside the official or dominant values of society 
were a series of subterranean values, which include hedonism，disdain for work, spontaneity, 
excitement and ego-expressivity. 
In their everyday lives, nearly all the LMF members spend most of their time and money on 
music and amusement, only working on a part-time basis to maintain a basic standard of living. 
One of the LMF members said that in the past 10 years, he had been very lazy and would stop 
working if he earned enough for the day. He does not work at all now because he earns a small 
amount of money by being a member of LMF (Ma, forthcoming a). MC Yan, who holds a 
Masters degree, said he could find a job with a good salary with such qualifications. To him, 
there were also far too many ways to make easy money but he chose to spend only a small 
amount of time and effort on working in freelance jobs to fully concentrate on his music. 
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LMF tries to accentuate these subterranean values in their song "Lazy Clan，，, to the exclusion of 
the formal and official values in the workaday world. The perfect lazy lifestyle of "Lazy Guy，， 
is idle day after day as if he had won a lottery and he could spend all this unearned money on 
amusing himself. No jobs, no rules and no authorities (boss) but still with money, Lazy Guy's 
implicit Utopia world is free from cares of every kind. We have been socialized with the 
dominant values of capitalist society by social formations since we were children. No 
interruptions in class, no absence from school, no late assignments, even no movement once the 
school bell rings at the end of recess. We must behave in a submissive way; we must work hard 
and study hard; professions are the only reasonable options we can choose from for our ultimate 
ambitions. We are constricted both physically and ideologically to prepare for the capitalistic 
society where diligence, order, cost-effectiveness are highly emphasized. For Cohen & Taylor 
(1976), even men who claimed that life was a series of original and exciting adventures had to 
admit that there still existed some degree of automatic, unthinking way of regularity that 
dominated our lives. The way to save us from the desperate dissatisfaction of routine 
involvement was complete inactivity, while freedom lied in doing nothing, in standing still. 
Lazy Guy's non-action and belief in subterranean values is a way for them to subvert the social 
norms of a capitalistic society. 
However, the dominant discourse labels Lazy Guy's non-action in this way. “Had nothing to do 
all day. Walk around naked. Got up at 3 p.m. Tangled hair." The song is also sampled with a 
sound clip drawn from a local melodrama. An old woman nagging the Lazy Guy makes the 
utterance. “Lazy Guy" is defined in such a way to illustrate that though “Lazy Guy" challenges 
the workaday routine through non-action, he can never escape from the dominant ideology. 
"But I have to wake up. Back to the city. Resume my work and run against time." Non-action is 
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only a visionary dream, which never comes true in reality. 
Carnival in the Night 
“Lazy Clan" challenges the workaday routine through non-action; in other songs, LMF tries to 
challenge the automatic and unthinking routine through carnival. 
'The Tale of a Big City(大城故事)” and its sequel 'The Night City(大城夜生活)，，have the 
lines: “The Victoria Harbor is getting smaller and smaller due to reclamation for building 
residential properties. But why do property prices remain so high? There are many problems in 
the city: irresponsibility, sexual harassment and adulation in the office. Workaday routine 
seems like a battlefield. You can't stop even though you have 24 hours a day. So much work to 
do and we need to play for relief. Karaoke, rave party, ecstasy, and illegal car-racing.. ，’ 
Another song "One Night Wet(一夜遊)” depicts the nightlife of a reveler: “He became 
intoxicated with too much beer and red wine. He vomited an orange pizza once he awoke. A 
one-night stand was such a nightmare because the sexual partner is a ‘Dzy Pa ‘(豬i/\)(bad 
looking woman),. On the way to the party at Lan Kwai Fong, the screech of tires sounds like 
deafening voices from amplifier. His friends yelled in the highway. Once he arrived, a 
coquettish woman seduced him at the party but she was so bad looking after removing her 
make-up. He fled at top speed but unfortunately, he discovered that he had left his wallet on her 
bed. Nine-to-five routine is always boring but five-to-nine night fever is bravo. Skating, graffiti, 
rave parties and DJ Scratching.. ，， 
Such nightlife is exactly the carnival - a fantasy saturated world of topsy-turvy - as it was 
proposed by Bakhtin (1968, as cited in Gelder & Thornton, 1997). Carnival at night celebrates 
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temporary liberation from the workaday routine and the capitalistic ideology. Everyone in 
carnival revels in rave parties, car racing, pubs, disco, one-night-stand and skating, but such 
activities are often stigmatized and related to crimes and deviance by the dominant discourse. 
So songs celebrating the carnival theme seem like a symbolic inversion which inverts, 
contradicts, abrogates, and presents an alternative to commonly held values and norms (Gelder 
& Thornton，1997). 
Hong Kong for Sure: Distrust of SAR Government 
The most prominent kinds of Hip-hop topic worldwide, with respect to rap lyrics' ideological 
content and Hip-hop's sociopolitical orientation, are crime, sex and violence. The local Hip-hop 
scene is not so. Rather, grievances against the SAR government since the handover is what 
LMF frequently write in their lyrics. "Y-r-o-t-a-r-o-b-a-l (室驗實入)(‘laboratory，in reverse 
order)" has the lines mentioning legislators' sex scandals, substandard public housing, the Chief 
Executive's renege on housing policy and intervention in the stock market. This is the only song 
that targets specific social problems, while others seldom make concrete criticism but make a 
general verbal attack on the politicians instead. 
‘‘Dregs(人蜜)” uses dissing, a common linguistic element of Hip-hop music, to verbally attack 
and symbolically humiliate of those irresponsible politicians. MC asks, "Who should we 
attribute the responsibility to?” Fake MC, imitating inconsiderate and irresponsible manner of 
high-ranking officials towards victims of incestuous tragedy: "Don't ask me. Okay!/What?/!'m 
busy, you'd better ask someone else.” 
“Hong Kong for Sure!(香港一定得)’’ is the proposition of the advertising campaign 
buttressing Hong Kong bid to host the Asian Olympic Games in 2006. Large-scale promotional 
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campaign and TV commercials are over-amplified cries of the slogan “Hong Kong For Sure!" 
from our Chief Executive； the Bid Committee members and an innocent cheering crowd. 
Promotional events and TV Commercials of Asian-Olympic-housing bid are flised with 
incoherent text scripts of misguided policies, economic turmoil, blunder of the high-ranking 
officials and scandals of politicians. The meaning of "Hong Kong For Sure" became ridiculous 
with the flow of these dissonant text scripts, especially when Hong Kong failed in the 
Asian-Olympic-hosting bid. 
LMF's featuring in Paul Wong's "Hong Kong For Sure" successfully captures this dissonance. 
Gaining the speaking subject position in their music, the song subverts and questions the 
official meaning of “Hong Kong For Sure", by adapting the slogan for the name of a song but 
with a theme of social critique. Throughout the song, LMF metaphorically excoriates 
high-ranking officials and legislators as "showmen" with no political wisdom, ‘‘clawing，， 
plebeian with their "pincers". LMF's definition of "Hong Kong For Sure" seems like a 
catastrophic alternative to the official definition. The miracle combination of sarcastic laughter 
at the end of the song and the use of Cantonese abusive language becomes a powerful weapon 
to verbally attack the hypocritical politicians. 
Challenging Music Industry 
With the monopolistic cooperation between record industries, media and advertisers, syrupy 
Canto-pop has ruled the hearts and wallets of the local teenage fans for decades. The main 
concern of music industry is record sales, and the main concern of singers is the contract deals 
with advertisers, promotional cost of their albums and media exposure in newspapers and 
magazines. Nominations in music academy awards are only a swap between media and record 
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companies. In the terrain of underground music, however, music is the only aim. The 
"boundary" between mainstream and underground music seems to be well defined. “La Na La” 
is a song that tries to draw this "boundary". 
Mainstream record companies have the legitimate power and channels to stigmatize bands. In 
"La Na La", LMF tries to reproduce this stigma. "Underground bandsmen are 'hard-liners' who 
live only for their principles. They refuse any form of compromise. Band sound is unacceptably 
deafening. So record companies never consider signing bands (because of their low market 
values)." LMF then retorts by challenging the unhealthy development of music industry. 
“Record industry stresses too much on record sales but none on music. Conventions of romance, 
lip-synching performance, mediocre musicianship, lackluster production and meaningless 
music academy awards..." LMF subverts the mass produced popular music by advocating: 
"We are what we are. We remain true to our music spirit. We won't follow your rules and we 
won't participate in your games." When "LazyMuthaFucka" was produced and released, no 
record companies were willing to sign LMF and finance their production as well as their 
distribution. As an underground band, which lacks economic capital in the local music industry, 
they are situated in a subordinate position in the power relationship. Nevertheless, as musicians 
who really respect and specialize in music, LMF regains its speaking subject position in the 
song “La Na La" and is able to reverse the power relationship. 
Attacking the Media: 'Uknuwudafuckimsayin' 
LMF members are consistently hostile to the media. They are sick of the nonsensical television 
programs. One of the members said he has not read a newspaper for years. Their angst lyrics, 
transgression, orgiastic acts on stage and cynical remarks are the punch line of the news stories. 
So one can say that LMF is one of the "victims" of the tabloid media. Music is the perfect 
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channel for them to take revenge. 
LMF uses swearing as a weapon in their provocative song "UknuwudafUckimsayin (HJ家拾)，，. 
Heavy drums, angry voices, hardcore style and strong rhymes - all targets at the unethical media 
practices of local tabloid media such as yellow journalism, paparazzi, superstition, mendacious 
reporting, monger of rumor, and front page sensational and pornographic graphics. In the 
concert, thousands of fans thrusting their middle fingers into the air rapping “tiu na sing (tJ^M 
星)，uknuwadafuckimsayin, ham-ga-ling(]AsWiv)•“ In Cantonese, ‘‘Ham_ga-ling” and “tiu” 
have provocatively pejorative meanings. Such verbal violence in the lyrics seems like a knife 
twisting in the gut. "Respect 4 Da Chopstick Hip-hop" tries to blame on exploitation of Hip-hop 
culture by media. It has the lines: "Media talk about trendy Hip-hop cultural goods but they 
know nothing about Hip-hop culture. Media talks about cultural consumption but never culture, 
music, and education. Media always treats Hip-hop culture as a trend but no one talks about its 
relation with society, freedom, ethnicity." LMF names these unethical media practices as “tsyn 
mui duk (傳媒毒)(Media Virus)". It humiliates the media by making a pun on the word ‘‘mui 
duk (梅毒)，，，which means syphilis in Cantonese. It contributes to another form of verbal 
violence in the media. 
Triads are glorified as heroes in local gangster movies such as "Young and Dangerous(古惑 
仔)”，"A Moment of Romance(天若有情)，’ and “A Better Tomorrow(英雄本色)”."Housing 
Estate Boy Part II (屋屯P{子 Part II)”，with an anti-heroic theme, tries to show the reality or the 
dark side of triads by depicting the life of a triad: “I was pushed around by hypocrite triads. 
Incredible brotherly love and romantic love stories in ‘A Moment of Romance (天若有 1青)(A 
local movie about triad societies)，never appeared in my real life. At death's door, I thought of 
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my family but I forgot my residential phone number." "Traitors (反骨仔)” has similar content 
and it challenges media's romanticization of the triad societies, by depicting how terrible it 
would be if bloody scenes of gangster fights in movies and comics happened in reality. It 
demonstrates the bad effect these movies have on young people. Here, LMF takes up the 
position of subverting the mainstream movie industry and media, criticizing its romanticization 
of the triad societies. 
Dramatized Masculinity 
As shown above, LMF is capable of resisting the dominant ideology in different discourses. 
Nevertheless, when it comes to the discourse of gender, they remain conservative and they hold 
strong beliefs in the traditional patriarchal ideology. As Hong Kong is becoming more civilized 
and liberal, discourses of striving for sexual equality proliferate and sexual discrimination 
becomes politically incorrect. There are institutions, organizations and ordinance to protect 
women against sexual discrimination. However, machismo ideology still occupies a 
predominant position in practice, especially in certain male-oriented groups such as 
underground band community. For example, during the interview, one of the LMF members 
told us an advantage of being a musician. He said musicians never “Gau Noey (溝女)(woo 
girls)" but girls will approach them. Another said that “girls naturally tsi mai lai (黐埋n黎) 
(approach them)”. 
The music of LMF more or less reflects this machismo and patriarchal ideology, through 
objectification of women as sexual tools, affiliation with male-driven Kung Fu and 
commodiflcation of sex. In their songs, unfortunate experiences often involve encounters with 
“dzy pa (豬机)(bad-looking but sexually starved women)，，. In "Housing Estate Boy Part II (屋 
顿子 Part II)”，for example, girlfriends are regarded as sexual tools while "Respect 4 Da 
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Chopstick Hip-hop" has the lines: “DJ make the beat, with the two chopsticks look like a 
beautiflil lady's legs." LMF sings pornographic lyrics in “Wai wai wai (圍威喂)”.“Fing tsoen 
Fist(泳春拳)”，with "tsoen{^y' having indirect reference to the penis, is another song with 
sexually charged lyrics. To name a few are Viagra and "tse kei san (扯旗山){tse kei refers to 
erection)". Throughout the song, they mention different Kung Fu phrases that have indirect 
references to sex. Kung Fu weapons such as sword and stick refer to penis while different Kung 
Fu actions refer to different poses in sexual intercourse. The song also includes Bruce Lee's 
utterance of “dzit Kyn (哲拳道）(Philosophical Fist, a school of Chinese Kung Fu created 
by Bruce Lee). Kung Fu and band sound both are male-oriented; a miracle combination of the 
two successfully dramatizes machismo. 
What impresses me in a.room (the band room of LMF) is the poster of Danielle, a local top 
model. The poster is posted on a sealed window of a band room, which is decorated with pistol 
guns, action figures and metallic musical instruments. This poster thus becomes eye-catching in 
the "male gaze" of LMF members. 
Another scene that impresses me is LMF's performance in the commercial of a beer brand. The 
brewing industry often relies on stereotypes of macho-masculinity to sell beer to men. LMF 
members, as the pitchmen of the beer brand San Miguel, in the commercial “Girl Friend (女月月 
友篇)，，，wer lying in the sofa, discussing how one could date a girl in the coming Christmas. 
They came up with different suggestions but finally, they concluded that the first thing to do is 
to part company with the old girlfriend. Then a sexy girl sitting in the sofa was "dragged" to the 
"trash" by the mouse. In another episode, "Lunar New Year (拜年篇)”，the boring custom of 
“bai nin (拜年）(visiting relatives)，，became appealing because all the relatives turned to be 
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beautiful and sexy ladies in the sexual fantasies. Objectification of women in their TV ads, 
again, synchronizes with their lyrics and marks off a dramatized masculinity. 
Subcultural Resistance? 
In the above sections, I have discussed how LMF's music resists the dominant ideology. Lyrical 
elements that appear in their music are compatible with the views of LMF's members as shown 
in their narratives. They challenge the dominant working ideology and the local politics; 
subvert the mainstream record industry, movie industry and media. Hovering around the legal 
boundaries, the use of swearing in lyrics invokes great controversy, attracts sporadic attacks and 
even generates a moral panic for fear that it will corrupt the morale of young people. 
Nevertheless, these discourses do not exist in a vacuum. When these discourses overlap, we 
realize that the relationship between subculture and dominant culture is a paradoxical one. It is 
no longer a simple dichotomy but it is a fluid, polymorphous, complicated and multiple 
relationship. They seem to be so radical but some alternative discourses actually have solid 
support from the popular anti-establishment discourses and the dominant ideology. While it is 
an antagonistic relationship between subculture and the dominant culture in one discourse, in 
others, the two may be compatible with each other. 
Hong Kong society is more liberal than ever before. Hong Kong people, local pressure groups 
and media are more aware of their own rights and their roles in monitoring the government. 
Through different channels, they express their own views and criticize local politics. Popular 
anti-establishment discourses proliferate in the post-97 Hong Kong out of economic hardship 
and misguided policies of the local government As LMF uses these widely circulated 
oppositional discourses and negative sentiments generated in their lyrics, it is therefore no 
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surprise that the alternative discourses of LMF are compatible with the public and the media. 
However, when it comes to the discourse of media ethics, as LMF follows the popular discourse 
of opposing local unethical media practices, the antagonistic relationship between subculture 
and media re-emerges. In the past decade, there have been significant changes in local media 
industry. To attract readers, several mass-oriented press groups introduce new ways of making 
news, which include yellow journalism, paparazzi, sensational news and mendacious reporting. 
It is no better for other forms of media. Television networks produce infotainment programs 
and nonsensical variety shows while movies and comic books glorify triad societies. The moral 
entrepreneurs, the public and LMF all strongly disapprove of these media practices but LMF 
adopt an alternative and a "seemingly radical" strategy to express their viewpoints, that is, 
making use of verbal violence to curse the unethical media. For them, foul lyrics are their 
weapons. Nevertheless, educators, parents, famous pop singers and commentators of radio 
phone-in talk shows condemn the use of provocative foul lyrics in LMF's music. The 
under-aged is prohibited from buying their records while songs with foul lyrics are off the air. 
In the discourses of political critique and media ethics, seemingly radical resistance is actually 
ostensible and tangible when one finds there is a solid ground of support from the populist 
sentiments. However, in the moral question of foul lyrics, resistance may invoke immediate 
confrontation from the dominant ideology even though LMF follow the popular discourses of 
opposing the unethical media practices. Resistance to the capitalistic ideology is no more 
different. 
LMF subverts the dominant capitalistic ideology in both their music and in their lives. This 
subversion to the dominant capitalistic workaday ideology is deemed to economic hardship, 
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deprivation of opportunities and stigmatization by the system. In the interviews, members of 
LMF could vividly describe how difficult it was to set up their band room under tight budget 
and limited resources; they could tell vividly how poor they were before LMF established. They 
had to borrow money from friends each day. One member said he lost his flill time job when 
Anodize was established. With no salary but with long hair, his family members always nagged 
him. They way they were condemned and the economic hardship that they bore out of 
subversion to the capitalistic ideology was substantial. 
Therefore, within resistance there are ample possibilities. One cannot talk about resistance in 
singular terms. While it is a radical resistance to the dominant ideology in certain discourses but 
in others, the resistance remains to be superficial with the support of the popular sentiments. 
In a male-oriented community, the views of LMF are consistent with their lyrical content. In 
real life, girls make approaches to them. In their music, women are portrayed as “objects，， 
subordinated to men, as sexual tools, as commodities in the red-light districts and as victims in 
incestral tragedy. LMF gives the public a general impression of being subversive and rebellious, 
but as it reveals in the discourse of dramatized masculinity, LMF can strongly adhere to the 
dominant ideology. It is thus improper and unfashionable to describe the relationship between 
subculture and the dominant culture as a dichotomy, especially when collaboration between the 
subculture and the mainstream market becomes common. 
Though LMF takes up a subversive subject position and gives bitter remarks to the local music 
industry in both their songs and interviews, it becomes paradoxical when one realizes the 
symbiotic relationship between LMF and the local music industry as the band has signed a 
contract with a record company. Though they have creative autonomy, they do not have any 
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"administrative autonomy”. That means they have to abide by the terms of the contract, and 
strictly follow a tight production schedule. However, they do not stop their fierce attacks on the 
local record industry and in the band shows, they continue to perform “La Na La", a song that 
strongly criticizes the mainstream record industry. What is more, when they criticize the pop 
singers in their songs, they have to rap for them in the syrupy Canto-pop. The cross-over with 
Sammi Cheng's "Love is....(愛是..")，，and with Kelly Chen's “The Last Sight(最後一眼)” are 
good examples. Contradictory acts of criticizing the local record industry and collaboration 
with the popular music industry occur simultaneously. Similarly, when LMF was excoriated 
because of its foul lyrics, they released their second EP, which contains no foul lyrics. Two 
tracks on the album, namely “R.I.R” and “1127” even carry a positive message of encouraging 
young people to leam from the benevolent souls such as Bruce Lee, Christian Qiao Hong, Rock 
musician Wong Ka Kui and self-sacrificing teachers. “1127” is a pep talk teaching young 
people to respect and admire Chinese culture and China. It has the lines, "Bruce Lee teaches us 
we are not sick East Asian. Yellow skin. Not to follow others, copy others or sponge on others. 
Be ourselves. Chinese: Don't look down on yourselves...we lazy clan want you to be a real 
Chinese." 
Here I am not suggesting that LMF is originally a subversive band but has gradually 
compromised after signing up with a record company. Nor do I mean that they are no longer 
subversive as they dare not to write foul lyrics in order to please the mass. What I would like to 
highlight is that resistance is specific to a certain point of time. Discourses at different times 
may contradict each other and the antagonistic relationship between the dominant culture and 
subculture is constantly subject to change. 
In the following chapter, I will go on to illustrate the concept of resistance but with a reference 
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to the reception studies, exploring how young people use the alternative discursive resources 
provided by LazyMuthaFucka to resist the dominant ideology. Though young people are able to 
borrow from the widely circulated alternative discursive resources, either to criticize the local 
education system or to justify the foul lyrics, "resistance" is again ostensible. Dominant 
ideology still plays an important role in the construction of young people's subjectivities. 
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Chapter 3 Youth's Body as a Battleground: Reception Studies 
This chapter examines the meaning young people derive from LMF and its songs. Also, it 
examines how these meanings conflict with the dominant ideology in which young people are 
inculcated and how these different discourses compete to construct the young people's 
subjectivities. 
Originally, interviewees were selected according to two dimensions, their preference to LMF 
and conformity to the dominant ideology as shown in Table 5. 
Table 5 
Criteria of Selecting Interviewees 
Prefer LMF Songs Not Prefer LMF Songs 
Conform to Dominant Ideology Type 1 Type 3 
Not Conform to Dominant Ideology Type 2 Type 4 
First, by preferring LMF, I mean a general admiration of either the music talents of LMF 
members, image of the band, the message-laden lyrics or the transcultural form of Hip-hop 
music genre. With music style and image distinctive from the popular singers, LMF and its 
music can hardly be regarded as mainstream, though mainstream record companies and 
advertisers exploit them. Therefore, preferring LMF may imply certain latent dimensions, 
ranging from a preference to alternative band sound, an interest in a new form of music genre, a 
sense of individuality originating from differences from the mass pop music consumers, or a 
sense of rebellion by listening to foul lyrics. It is not practical to list all the possible latent 
meanings of "preferring LMF" at the moment, but one cannot deny that both the band and its 
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music represent an alternative, which more or less signifies being against the ideals of the 
dominant culture (Fisher, 1998). Second, the concept of "conformity to the dominant regimes" 
mainly refers to belief in social norms and obedience to the social orders. For one to be 
identified as conformists, he or she should strictly follow the generally accepted moral rules, as 
their narratives, behavior, and self-evaluation show it. 
My basic assumption is that the non-conformed young people might have a greater tendency to 
hold subterranean beliefs and to resist the dominant discourses, while it is more likely that the 
conformed young people internalize the dominant discourses and have their subterranean 
beliefs restricted and suppressed. These two kinds of young people might have very different 
ways of interpreting LMF and its songs. I am interested to explore whether LMF and its songs 
will serve as subcultural capital that non-conformed young people can use to resist the 
establishment. Through examining their interpretations of LMF and their songs, we can see 
how the conformed young people are disciplined to the dominant ideology. Therefore, 
"conformed young people who do not prefer LMF (Type 3)" and "non-conformed young 
people who prefer LMF (Type 2)” in the typology are my main concern while the other two 
groups of interviewees in the typology, "conformed young people who prefer LMF (Type 1)" 
and non-conformed young people who do not prefer LMF (Type 4)，’ will help explore any 
unexpected dimensions. 
As class is one of the factors in subcultural practices, I am also interested to find out if young 
people from different social background would have different interpretations of LMF. Most 
LMF members come from working class families. They thus frequently depict working class 
lives in their songs. Their debut album even makes it a theme and captures different snapshots 
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of lives in "Housing estates".^ On the back cover of “LazyMuthaFucka”，an album with a theme 
of depicting desperate grassroots lives in "housing estates", the caption "Ghetto Kids" goes 
with a symbol of death. Through poignant voices of Housing Estate Boys in "Housing Estate 
Boy Part I (屋屯|5f子 Part I)，，，we can follow the dead-end experience of a desperate lower-class 
youngster who was dragged up in a family with the father being a gambler, brother being a drug 
addict, and sister being a prostitute. Housing Estate Boy yelled “I don't want to return home" 
and his mom shouted "Don't want to stay in such a family for one minute and even one second" 
throughout the song. In the end, his brother went mad by using drugs. His pregnant sister 
committed suicide. After a narrow escape from a gang fight, the housing estate boy, without 
sheltering places, returned home. When he found nobody at home, he wept when he saw his 
mother's empty bed. Driven by the oppression of the lower economic status, the lyrics are 
repeated with "I'm a Housing Estate Boy. Don't look down upon on me.” "Housing Estate 
Boys” seems like a good medium for members of LMF to resist oppressive working-class lives. 
I am interested to find out whether young people would resist or "solve their class problems" by 
using of these alternative discursive resources or whether it would follow the arguments of Frith 
(1978) that there is no obvious relationship between class background and musical style. As my 
data reveals, young people from upper-middle class with whose parents are businessmen or 
professionals, and young people who really come from "housing estates" can all be diehard fans 
of LMF. Those who do not prefer LMF are not restricted to young people from middle-class 
families or young people brought up by elite culture. That is, interpretation of LMF's music has 
little to do with class. An indie band lover who had attended the "LMF & DJ Tommy Wave 
Party" held in 1998 said, ‘‘$240 ticket, $380 LA Sweatshirt, $680 tracksuit, $30 bag, $70 EP 
5 Housing estates, owned and managed by the government, aim to provide accommodation in low cost, 
high-density estates for needy families. 
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album, $20 poster.... It almost costs me $1500." What paradoxical here is that while the lyrical 
content of LMF is class-bound, LMF, its albums and its by-products are not. Just like Hip-hop 
street fashion, DJ mixing equipments and musical instruments, though all originated from the 
ghetto with lower-class background, the meaning of “social class" becomes insignificant when 
it comes to consumption. 
To the fans, music is no more than an art form or even a commodity. In the interviews, they can 
comment on the musical elements and lyrics in a methodological way, by telling how cool is the 
hardcore musical style, how vivid is the depiction of lives in housing estates, and how splendid 
are the lyrics in pointing out different social problems. However, they care little about the 
relationship between the lyrics and their personal experiences. Throughout the interviews, they 
are able to give good or even professional analysis but when asked about the influence of LMF 
on them, they try to show us that music or a single band is trivial, with little influence on them. 
For them, LMF is just one of their favorite bands and is one of the influential bands in the local 
band history. This not only explains why “social class" plays a minor role in the consumption 
end but also explains why the aforementioned typology as shown in Table 5 did not work 
properly, as young people seldom articulate the alternative discursive resources to resistance. 
Originally, preference to LMF relied on interviewees' self-identification but later I found that 
most of the interviewees were ambiguous when claiming preferences for or hatred of LMF. 
They try to stay neutral and be objective. Those interviewees, who do not prefer LMF either 
because of its foul lyrics or because of commercialization, often add that lyrics of LMF, to some 
extent, are meaningful and inspiring. Other interviewees do not claim their preference directly 
but frame it in such a way that they admire the musical talents of the band members and the 
message-laden lyrics. They try to show that they are not the "fans" that make a fetish of LMF or 
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the "trend of tsou hau go”（粗口歌）(songs with foul lyrics). 
In addition, interviewees originally assigned to the non-conformed youth group show strong 
discipline to some of the dominant ideologies, while the conformed young people do have 
subterranean values. This empirical finding suggests that the typology as shown in Table 5 is 
over-simplified. Not only I have over-evaluated the influence of the alternative discursive 
resources and under-evaluated the role of the dominant ideology in constructing subjectivities 
of the young people, but I have also neglected the multiple identities of young people, assuming 
that all the informants must rightly “fall into" the categories of "conformed" and 
"non-conformed". When considering different discourses or in different contexts, the same 
person may show different level of conformity to the dominant ideology. Thus, driven by the 
empirical data, I revise the assigned typology and I reframe my reception analysis by 
considering the young people as local sites where multiple discourses, which include the 
dominant ideology and the alternative discursive resources, struggle for a construction of 
subjectivities. That is, in certain discourses, young people's subterranean values are totally 
suppressed to make way for the dominant ideologies while in others, young people are capable 
of making use of the available alternative discourses to "negotiate" or "resist" the dominant 
ideology that regulates them. Therefore, this chapter is to find out when the young people are 
"dominated" by the dominant ideology and when they can "negotiate" or ‘‘resist，’ it. 
Brake (1985) argued that individuals could draw upon the symbolic resources of subcultures to 
achieve a collective identity different from that ascribed through school, work and class. But 
how does this identity struggle with the identities young people ascribed through dominant 
social formations? This is also what I would like to find out in this chapter. As shown in Table 6, 
I will describe three types of struggle in young people following Parkin's categories of 
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"dominant", "negotiated" and "oppositional". 
Table 6 
Three Types of Struggle: Domination, Negotiation and Resistance 
/ 
Domination Negotiation Resistance 
Academic Achievement Moral Question of Swearing Consuming the Alternative 
Career Path Moral Question of Foul lyrics 
Domination 
1. Academic Achievement 
Before examining how different discourses compete on the subject of "academic achievement", 
I first discuss how the dominant ideology operates. 
• Universal Truth: Good Academic Performance 
All interviewees affirm the statement, ‘‘good academic performance is of great importance." It 
is taken for granted by nearly all interviewees who believe good exam results will impress their 
teachers, earn themselves better opportunities and ensure a better future. 
Ah Kit is a Year 2 university student. Both the secondary school and university he attends have 
good reputations in Hong Kong. To his classmates, Ah Kit is a diligent and earnest student with 
excellent academic performance. He told me, “As long as you have good academic results, you 
are never despised. Teachers will be impressed if you have good academic achievements. It 
represents your status in school. So, I was always conscious about my academic performance." 
Ah Wai, a Secondary 5 student said, "Poor academic achievements do not necessarily bring you 
a poor future but good academic performance does assure you a bright future." Both 
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interviewees，especially Ah Wai, try to illustrate the importance of good academic performance 
by formulating a truth-like statement. They never question why academic performance is, 
associated with intangible benefits such as capability of pleasing others and opportunity to 
further studies or to find a good job, but treat it as a universal truth, and put it into practice. That 
is, in the interviews, they formulate the truth-like statements and in the reality, they work hard 
in order to achieve good academic results. 
• Production of Positive and Negative Emotion 
Other than this "universal truth”，examination bodies play an important role in inculcating in 
young people the importance of good academic performance. One of the tactics is the 
production of a sense of pride and shame associated with good and poor examination results. 
For example, when asked about their experiences of being despised, most of the interviewees 
associated their bad experiences with their poor academic performance. One of the 
interviewees is sensitive to how others think of his academic performance. He could clearly 
remember how many marks he and his classmates gained in the exams. He would also feel 
abashed whenever he got lower marks than his classmates did. Another interviewee was 
expelled from school due to poor academic performance. He showed low self-esteem and he 
could even recall how his classmates ridiculed him in his primary school study. Experiences of 
being despised and the corresponding hard feeling seem like "punishment" for doing badly in 
the exams. Over time, young people leam the importance of good academic performance and 
strictly follow the rules. 
A university student who did well in HKCEE said, “When I knew I attained 20 marks out of 30, 
I was so surprised and gratified. I never thought I could have such good examination results." 
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On the contrary, a student who got poor exam results recalled their bad experience when 
applying for a Secondary 6 place. "I 'm not doing well in the HKCEE. WTien I brought my 
certificate to apply for a school place, I was rejected. It's really discouraging." Examination 
system is a good dividing way to divide young people into categories, the achiever and the 
failure, according to their academic performance. As shown in the above narratives of the 
interv iewees, the young people gain a sense of pride with good academic performance and they 
experience a sense of shame with poor examination results. To put it in another way，young 
people experience are approved when they obey the dominant ideology but they are punished 
when violating it. Through experiencing positive and negative emotion produced by the 
examination bodies, the dominant ideology is further stabilized. 
• Time Management 
After examining how the dominanl ideology operates, we go on to investigate how clTcctivc the 
exam I nation system in disciplining the young people. Ah Kil said, "I hope I can enjoy my 
school life and I can play hard just like \shat my classrnalcs do. But I jusi tear indulging in 
ainuscincnl u ill spoil rny school work or \s aslc my prccioiis time." In the whole conversation, 
he coiisislcniK uses "da slit ( ^V)(big issue)" to refer to his studies.厂or him. one shoukl put all 
lus ctTort aiul all ihc tunc on schaoluork in order to keep up a good acadcinic pcrfurriKiiicc. 
Another umvcrsity studcni u ho dislikes sdiooling recalled ihc days she prepared for ihc public 
c\ain. "Wlicii I、、：IS preparing tor (he 1IKAL exam. 1 was aluays struggling. I just couli! not 
coficciuratc on rcMSiun I t \ Uh) honng. I spent almost " to S htnirs pla\ ing I games ami only 
1 lo 2 hours reading k.Mhooks, I led ihc compunction ofnoi spending much time on rcMsion " 
\Vc can see hem ctTcclis cl> the examination s\ stcn] regulates \ouni： people in an insidious and 
ditTusc jy so thai c\cn their tunc management is sinclK go\ crncJ Once they % lulatc the 
< 
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internalized timetable that requires them to spend at least a certain amount of time on revision, 
they will feel compunction and unease, and try to resume the "normal" schedule. 
• Difficulty in Negotiation and Resistance 
I quoted the views of MC Yan, one of the band members of LMF, on the local examination and 
education system in all my interviews. MC Yan holds a Masters degree in Fine Arts in France. 
However, he was once an under achiever in the education system. He claimed that he never 
cared about the examination results. He would rather read books and pursue knowledge he was 
interested in than prepare for "useless" exams. I asked every interviewee a hypothetical 
question, "If you had to sit for an exam which tested only your recitation skill, just like most of 
the exams in the local conventional schools did, would you spend your time on preparing the 
exam or by reading books you are interested in?" All of them, without exception, said they 
would choose to prepare for the exam. They could not give any concrete reasons but they 
expressed that examinations are far too important to neglect. One could read his favorite books 
in leisure time, but not necessarily before an exam. To them, examination occupies a higher 
priority than learning for interest. Even for the interviewees who show strong hatred to 
schooling or the education system, they seldom resist or negotiate just as MC Yan did. 
Kwan is a Secondary 5 student who is fond of band sound. As the MC of a five-member rap 
metal band called System-Map, he and his bandmates have written a song called 
"Brainwashing"(教壞月S) with a theme of criticizing the local education system and policies. I 
was surprised to know that Kwan attended concerts few days before the public exam. His 
immediate response was “So what about the exam?" It seems that he is part of the minority who 
dares to go against the mainstream. So I went on to ask him what he meant by his statement. He 
clarified that going to a concert was just relaxation. He saw no point in preparing for the exam 
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without relaxation when he could handle it. To reevaluate the importance of the exam, he said, 
“One must sit for the HKCEE. We have no choice. This is the only system." In the songs he has 
written, he criticizes the local education system severely but in real life, he has no choice but to 
sit for the exam. 
Two interviewees who made fierce criticism of the local education system contradicted their 
views when they expressed their wishes to obtain good exam results in the interviews. One said 
he would dye his hair black in order to give a good impression to the examiners in the oral 
exams. Several interviewees outcast by the local education system as under achiever could 
verbalize their dislike of conventional schooling but they knew that they could not resist the 
education system in practices. They were eager to leave school but they knew they must at least 
complete their secondary school studies. 
As shown in the above narratives, though they are able to articulate to the negative emotion 
generated in the society about the problematic education system and they are capable of 
borrowing the widely circulated discourses to criticize the local education system, very few of 
them would put it into practice. In Hong Kong, no matter whether it is to find a job or to go on 
to further education, results of the HKCEE examination and educational qualifications 
constitute a decisive criterion. It is thus not easy to resist or negotiate the predominant discourse 
of "good academic performance" at the local site of young people. 
2. Career Path 
Young (1971) suggested that coexisting alongside the official or dominant values such as 
deferred gratification, future planning, predictability and productive work were a series of 
subterranean values, which include hedonism, disdain for work, spontaneity, excitement and 
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ego-expressivity. Young people have been socialized with the dominant values of capitalist 
society since they were children. They are constricted both physically and ideologically to 
prepare for the capitalistic society where diligence, order, and cost-effectiveness are highly 
emphasized. 
In this section, it is my attempt to discuss a major argument in the band culture, that is, whether 
one should strive for his or her ambition or to follow a mainstream path that stresses a precise 
calculation of gain and loss. 
• Normal Extra-curricular Activities 
Calvin is the drummer of System-map, a band that won a music competition just before the 
interview. He said, “My mom let me play in the band as long as it doesn't affect my studies. But 
she is always telling me not to do something meaningless." Chie, his bandmate said, “My 
parents said my music is ear-bashing but they support me anyway unless it spoils my school 
work." Chie and his friend have also written a song called "Arschlodh" with a theme of 
showing their sympathy to the teenagers who live under constraint. Playing in a band is often 
stigmatized and associated with deviancy; thus, it is not an extra-curricular activity encouraged 
by the parents. If possible, their children should leave the bands so that they can concentrate on 
their studies. As alternative music is neither a legitimate art form nor desirable extra-curricular 
activity for the parents, young people will suffer great pressure if they choose it as their 
extra-curricular activities. However, as it is only a choice among extra-curricular activities, it is 
possible for young people to resist and negotiate, they can "trade" their good academic 
performance for choices of extra-curricular activity. When it comes to planning a career, it is 
difficult for them to resist and they have to follow a mainstream career path. 
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• Ambition of Being a Musician in a Capitalistic Society 
An underground youth band, LamKee, has written a song called "Rebellious Boys(1�午逆仔)，’. 
"Rebellious Boys” is Cantonese slang used to blame the teenagers who do not obey their 
teachers and parents. It contains the lyrics, "The parents only talk about money. They want us to 
be professionals. But they don't know what we really want to do. We don't want to be a 
puppet." LamKee uses the word "puppet" to express their agony that they could not strive for 
their own ambition but have to meet their parents' expectation. In a capitalistic society where 
diligence, order, cost-effectiveness are highly emphasized, to be an alternative musician can 
hardly be considered a desirable ambition or achievement. To resist the mainstream career path 
as such is deemed a hard path. 
For years, most of the members of LMF did not have conventional full-time jobs. They just 
made a living by freelance jobs so that they could spend most of their time on music or on other 
games. In every interview, I quoted life experiences of the LMF members and asked my 
interviewees if they would follow a mainstream career path or to strive for their own ambition 
just like what LMF did. Ah Kit appreciated LMF members that they could act against the 
mainstream and develop career they feel interested in. Nevertheless, it is difficult for him to act 
against the mainstream career path. He said, "Unless I need not support my family, I don't think 
I can afford to do something I feel interested in but with no materialistic return." Several 
interviewees dedicated to their band said that they never thought of doing something related to 
music. They said they would find jobs related to what they studied at university. They want to 
have stable jobs and reasonable salaries to buy their own flats and build up their families. Indie 
band lovers who are supposed to be rebellious showed strong obedience to the dominant 
ideology. 
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Nelson, a university student major at social work and a member of a band called "Hard Pack", 
said, "My ambitions are to influence others through my music, and to develop my career in the 
field of social work. I could do it for no money but at least, I could maintain a basic living 
standard." Another interviewee seemed appreciate to the lifestyles of LMF members. He said, 
"It would be great if I could do something I feel interested in and can earn a living from.” These 
two interviewees had doubts about devoting themselves to a career in music, supplementing 
that a basic living standard should be maintained. 
As shown above, young people passionate about music can resist the dominant ideology when 
it is only a choice of extra-curricular activities. When it comes to a choice of subterranean 
ambition and mainstream career path, as they could foresee a sacrifice of choosing to develop 
their career in the band community, inevitably they have to abide by the dominant capitalistic 
ideology and take up a socially desirable subject position. Dominant ideology prevails again. 
Negotiation 
Clarke et al. (1976) suggested that many youth subcultural responses were negotiations as they 
did not represent a total challenge to the social formation but conflicted with the dominant 
social formation only at certain points. 
1. Moral Question of Swearing 
• Prohibiting an Utterance of Swear Words 
Since their childhood, young people are taught by schools and parents not to use swear words, 
and they have to follow this moral rule in all circumstances. 
A secondary school teacher said, ‘‘There are strict school regulations to forbid students 
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speaking foul languages in school. Unless they want to terminate their studies, they won't be so 
unbridled to swear in school or otherwise they will be punished." Another teacher from a Band 
1 secondary school said, “I will interrogate the students who use foul language. They will be 
scared and stop swearing at once.，’ One Physical Education teacher told that, if his students 
were heard to swear, he would calm them down by telling them to do pull-ups. "It's not a 
punishment. It's a way of training them to self-control themselves." 
As shown in the above three examples, we can see how important the roles of teachers and 
schools in socializing young people not to use foul language. Through well-constructed school 
regulations, surveillance of teachers and different forms of punishment, students leam to 
self-discipline themselves not to swear, at least in school. 
Gutyee is a good example to show how young people internalize the moral rule of “not using 
foul languages". She told me, "What's the point of swearing? Only the inferior swear to malign 
others. It's an excuse to say that swearing helps to express one's anger. On one occasion, I came 
across two men whose conversation was saturated with swearing. I had a strong desire to stop 
and scold them.” Revealed in her narratives, she could argue effectively against any 
justifications legitimizing swearing and she could also use the undesirable wording, "inferior", 
in association with swearing. In daily life, she not only disciplines herself but also reminds 
those around her not to use foul language. 
• Self-initiated Rules Justifying Swearing 
Though young people are socialized “not to swear" as a moral rule, there is space between this 
imposed rule and individual practice that permits young people to negotiate. 
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An interviewee started to swear in her first year of undergraduate study. She said, “One can use 
foul language out of boredom. It's acceptable for one to speak in their peers for fun. But one 
should not use swear words to cuss at others or insult others." Though she generally accepts 
swearing, there is an internalized rule that foul language can be used for fun but never for curse. 
Ah Kit said, "I only swear at home. Sometimes I will say 'yiu (妖)，at home. [But 'yiu' is not 
swearing.] I mean the one with similar pronunciation ‘diu (属)’!，’ When asked why he did not 
use the swear word directly in the interview, he explained that he did not want to swear in front 
of me. He went on to say, "Whom you speak to and on what occasions matter when you swear. 
I never use foul language in the public. But I'll use foul language to smooth our communication 
when I'm talking to someone who is used to swearing." For him, there is another set of 
self-initiated rule that one should not swear in public and one should not use foul language to 
someone who does not. Under certain circumstances, such as speaking to people who are used 
to profanation, swearing is legitimized. 
Similarly, in an interview, when moved to the topic of swearing, a girl who did not use any 
swear words in the very beginning, asked whether she could swear, and whether the 
conversations to follow could be recorded. After gaining permission, she started to "fluently" 
swear. “I swore in the MTR on one occasion, a woman sitting just opposite to me told her son 
that only uneducated people such as me would swear. Then I cussed at her at once. I know other 
passengers think that I'm rude. But I hate being criticized in that way. No matter whether it is 
scolding others or provoking gossip, it's always disgusting, it doesn't matter whether swearing 
is used or not.，，Swearing is no big deal for her as reflected in her narratives. It is no more 
different from provoking gossips or scolding others. She can resist the dominant ideology 
verbally but she adopts a negotiable strategy in practice. A self-initiated rule conditions her not 
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to swear in front of strangers and to ask permission before swearing. 
Comparing with the dominant discourses of "academic achievement" and "career path", the 
moral question of swear words permits a higher degree of negotiation. Young people are able to 
justify their act of speaking swear words by initiating a set of rules that legitimize the use of 
swearing under certain circumstances. 
2. Moral Question of Foul lyrics 
Not to mention swearing, local pop songs are seldom written in Cantonese colloquial languages, 
and only Anthony Wong Chau Sheng and Wan Kwong are notorious with foul lyrics. However, 
neither of them provoked as great controversy in society as LMF does. The former belonging to 
the underground band community and the latter belonging to a low culture are the main reasons 
for not generating great controversy. However, LMF, as a popular group among young people, 
using taboo words in their lyrics does provoke great debate in the society. 
• Definite Rejection of Swear Words 
Nearly all of the teachers and parents interviewed commented negatively on the foul lyrics of 
LMF. Mr. Chan is a moralistic clergyman.^ He prayed for the interviewer when he knew that the 
interviewer had heard songs with foul lyrics. It shows how immoral the foul lyrics are to him. 
Maggie does not know why her little brother always says, "Your appearance nauseates me(蹄 
見你連隔夜飯都n區)(Lyrics of the song 'Uknuwudafuckimsayin')." Until we interview her and 
play "Uknuwudafuckimsayin'‘ to her, she said, “I know where he leams the phrase now. You 
^Before the interview, Mr. Chan had just complained about an outdoor advertisement showing a half-naked female 
artist. 
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can imagine how influential it is. But I won't let him (her little brother) know I've listened to 
LMF songs today. I don't want him to misunderstand that I 'm legitimizing the band." 
We interviewed a parent who was worried that LMF would bring the message that "doing 
something bad (selling foul lyrics) can earn money，，，while a secondary school teacher worried 
that it would confuse the moral judgment of children as swearing is now beautified and 
normalized by the foul lyrics. 
In the above narratives of the authorities, it shows that foul lyrics are even worse than swearing 
because the legitimate, the music, and the illegitimate, the swear words, are combined. To them, 
it is a social problem and a violation to the moral standards. To examine immediate reactions of 
interviewees towards the foul lyrics, we played the most provocative song 
“UkimwudafUckimsayin(in家拾)” to interviewees in all interviews. "Uknuwudafiickimsayin'' 
blames on unethical media practices such as paparazzi and mendacious reporting. This song is 
chosen because it conveys a message that is compatible with the widely circulated discourse of 
criticizing the local media but meanwhile, its use of foul language is the most provocative 
among songs of LMF. I am interested to find if the authority would justify the use of foul lyrics 
or not when the message is compatible with views commonly held by the public. 
• Disapproving of Foul Lyrics 
I conducted an interview with two teachers in their secondary school on a Sunday afternoon. 
Other than the interviewees and me, a student was sitting near to us. At the very beginning, 
when I played "The Tale of a Big City"(大城故事）and “Rootless Gras，’（無根草)，they said 
they disliked the songs because there is too much Cantonese slang. When asked whether they 
knew who sang these two songs, they thought of bands but did not think it was LMF because 
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there was no swearing in the songs, whilst in their perception LMF was a band notorious for its 
foul lyrics. However, when I played "Uknuwudafuckimsayin", they could quickly identify that 
it was a song by LMF. When it came to the part with provocative swear words, they told me to 
turn down the volume in order not to disturb the student sitting next to us. After listening to the 
song, they commented, "LMF have to criticize others and to point out some social problems but 
the point is, are they qualified to speak? LMF fight and swear in public. How can their critique 
be persuasive? I've heard of LMF before but this is the first time for me to hear their songs. 
Now I know it really goes far beyond what is proper. If I found my students listened to these 
songs, I would persuade my students not to listen to these songs. Maybe I'll recommend songs 
with similar style to them but better in terms of presentation, style and content." 
The standpoint of these interviews is clear. Not only they could give well-articulated arguments 
to disapprove of foul lyrics by associating them with the bad-boy image of LMF, but they also 
showed their disgust by telling me to tune down the volume when they heard the provocative 
words. 
Betty is a young lecturer who appreciates LMF and their songs. She nearly bought their album 
but she decided not to just because of the song "Uknuwudafuckimsayin". “I don't want to spoil 
the atmosphere when I'm enjoying other songs by LMF.” Then she goes on to comment on 
"Uknuwudaflickimsayin", "The logic is a bit problematic. They are criticizing the paparazzi of 
doing something disrespecting others but their presentation offends others. If they know they're 
becoming more influential to the young people, they should swear less. It's much better if there 
is no swearing in their songs." 
As shown above, more attention is paid to the foul lyrics than their message. The interviewees 
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recalled the swearing clearly but they forgot everything else, even the theme of the song. 
Though the message of the song is compatible with the negative emotions circulating in the 
society, they could make a sound argument that LMF members are unqualified to criticize the 
tabloid media as they evoke another "social problem". As LMF becomes popular among 
teenagers they also hope that LMF can use less swearing in their songs, and the youth should 
avoid listening to LMF's songs, for fear that their minds will be corrupted. 
• Defending the Foul Lyrics 
Young people, however, could formulate good arguments to defend foul lyrics. One of the 
interviewees said, “It simply doesn't make sense. Why can't teenagers under 18 watch a 
category III movie while they can have sexual intercourse at 16? It's just the same for foul lyrics. 
Why can't teenagers under 18 listen to songs that contain swearing while they come across 
swearing everywhere else?，， 
An interviewee who particularly preferred the song "Uknuwudafuckimsayin", said, "It 
expresses my hatred of the media. The media always distort the truth. Who doesn't swear? I 
don't think it's (foul lyrics) a problem. There have been foul lyrics for years, and the arts should 
not be constrained by moral rules." 
Ah Kit was used to classical music. In his first year of undergraduate study, he started to 
download mp3-format Cantonese pop songs from the Internet. When LMF became famous, he 
searched the Internet to download songs by LMF. The first song he downloaded was 
"Uknuwudafuckimsayin" because he thought there must be very provocative swearing in the 
song as it is implied by the title. “Some parents said that foul lyrics would have a bad effect on 
their children but I think they should at least listen to one or two songs of LMF before they 
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make any judgment." He believed that if the parents understood the messages behind the songs, 
they might change their minds and accept LMF. When I told him how the teachers criticized the 
"Uknuwudaflickimsayin", he responded immediately, "Bullshit! It's pointless! You can't 
negate everything LMF said just because they have a bad image. But you shouldn't make such 
subjective criticisms without considering their arguments." 
As shown in the above three cases, more attention is given to the message than the use of 
swearing. As long as the messages conveyed by the songs are meaningful, the use of swearing 
is justified. They are able to give a well-articulated rationale to justify the foul lyrics. For 
instance, they questioned why young people were not allowed to listen to foul lyrics when they 
came across swear words everywhere, and they questioned why music, as an art form, is 
restricted by moral rules. Not only they could verbalize the negotiation, but they could also put 
it into practice by purchasing LMF's CDs, attending their concerts and downloading their mp3 
songs. However, it is difficult for one to resist under public pressure. 
• Public Pressure and Private Pleasure 
Presumably, most of our interviewees who are under-aged secondary schoolboys and girls 
cannot purchase albums by LMF in the record shops. The albums are sealed with warning 
labels "WARNING: THIS ARTICLE CONTAINS MATERIAL WHICH MAY OFFEND AND 
MAY NOT BE DISTRIBUTED, CIRCULTATED, SOLD, HIRED, GIVEN, LENT, SHOWN, 
PLAYED OR PROJECTED TO A PERSON UNDER THE AGE OF 18 YEARS." Each time 
that I purchased LMF's albums in the record shops, I noticed that the sales staff was watching 
me. I think they were checking whether I was over 18 or not. While some young people hesitate 
to buy the records, others experience a sense of rebellion and pleasure through purchasing the 
records, neglecting the warning labels and listening to the swearing rap lyrics. 
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It is interesting to find an interviewee who uses argots of LMF's lyrics throughout the 
conversation. She sticks the warning label of LMF's album on the cover of her handbook?. Both 
the handbook and the warning label can be read as symbols of authorities constricting behavior 
and values of the youth. She experienced a sense of rebellion when she was purchasing the 
record and she effectively "preserved" this sense of rebellion by displaying the label, which 
marked her "victory" in the struggle with the dominant ideology. She successfully turns a 
warning label on a CD cover into a subcultural capital that can be displayed in public, and turns 
the pressure of being constricted into the pleasure of resistance. 
However, in order to avoid conflicts, she never listens to songs with foul lyrics when her parents 
are around. "It's impossible for me to listen songs with lyrics ‘hang nin hoi la sei lou gwai (行 
關開啦死老鬼）(Go away fucking old person)' at home." Comparing her behavior in school 
and at home, it shows that, under certain circumstances, "pressure" cannot be transformed to a 
"pleasure of resistance" but it is intensified. 
Similarly，another interviewee said he only sang LMF's songs in karaoke bars when girls were 
absent. Even when the song contains no foul lyrics, he will avoid LMF's songs in public. In 
addition, he prefers to use headphones rather than speakers when listening to songs with foul 
lyrics. He said, "Through headphones, I will be more readily to try listening to different kinds of 
songs, say love songs or songs with foul lyrics. In a room with many people, I feel embarrassed 
to listen to these songs with using the speakers. I care about what others think of me. LMF is 
stigmatized and associated with vulgarity, violence, and salaciousness." 
7 For instance, the interviewee was able to use “hu san (老身)(Identity Card)" in her conversation when she was 
talking about her experience of attending rave parties. 
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To gain a sense of subcultural pleasure and avoid pressure of being watched, young people are 
capable of allocating the former into a private arena and the latter into the public arena. That is, 
in public, when they suffered from the pressure of surveillance made by the authorities, they 
avoid foul lyrics. However, it should be noted that this pressure of surveillance is accompanied 
by, and can be effectively transformed to a "pleasure of being watched" (Hebdige, 1988). For 
instance, the interviewee was pressurized to avoid LMF's songs in karaoke bars, but he gained 
pleasure of "being different from his peers" because he "dared to listen to songs with foul lyrics 
while his girl friends dared not". In privacy, though, he could enjoy LMF's songs freely but he 
lost the aforementioned pleasure he gained in public surveillance. 
Resistance 
1. Consuming the Alternative 
Before I go on to discuss resistance in music consumption, I would like to cite my own 
experience of attending the underground concerts. 
It was the second time I attended an underground concert. Outside the University Gymnasium 
where the concert was held were teenyboppers waiting to get into the venue. Last time, baggy 
pants, metallic accessories, over-sized T-shirts, tattoos inscribed on arms and over-amplified 
conversations saturated with swear words had made me feel harassed and aliened; so I tried 
styles of Triple Bond pants, T-shirt and sneakers this time to erase any sense of alienation. I 
hoped I would not be too different from those teenagers around me. At least, we shared the 
same fashion styles so that we could move and cuss in more or less the same way. However, the 
process of getting into the subcultural group was uneasy. LMF's "Fucking Wonderland (忍唔 
住要)” always came into my mind: “Teenyboppers! Your Hip-hop looks look cool but don't 
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you know what is real Hip-hop culture?" I realized that I knew little about the band sound and 
Hip-hop music but I was afraid of feeling unwanted in the community. Therefore, I consciously 
chose what to consume starting from brand names of fashion to music. I had to avoid the 
"commercial Hip-hop" stuffs like “Graffiti T-shirts and jeans" and Canto-pop that features 
famous rappers. Through consumption of fashion styles that my sense of alienation from the 
underground band community could be removed and through consumption of LMF's songs, 
that a sense of distinctiveness could be attained. I was somehow different from those around me 
who were used to mainstream pop. In a sense, LMF and their songs, just like the Hip-hop street 
fashion, is something that can be consumed and used. 
‘‘Goods are neutral but their uses are social; they can be used as fences or bridges.，’ (Douglas, M. 
& Isherwood，B, 1996, xv) Through visible cultural consumption, through symbolic objects 一 
fashion, appearance, language, ritual occasions, styles of music, that the subculture at once 
reveals its secret identity and communicates its forbidden meaning, so that it can mark and 
maintain social difference and social distinction. In the fieldwork experience, it always 
distresses me just because I am not and I do not look like a real concertgoer. However, simply 
consuming the symbolic objects does not remove the feeling of being unwanted but brings an 
unfavorable label of “fetish consumers". Therefore, one should have a basic knowledge of the 
subculture; at least they can differentiate the “real” subcultural symbolic objects from the 
commercialized one. LMF and their songs, as mentioned, are also consumer goods that can be 
consumed and commercialized. Therefore, some fans of LMF may really appreciate the music 
or the lyrics of LMF, and there may also be fetish consumers of ''tsou kau go (粗 口歌)(songs 
with foul lyrics)". Some quotes of fetish consumers are as shown in follows: 
"It's shameful if you tell others you haven't listened LMF songs before." 
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“I can't be out-dated. I have to listen to the hit songs that my friends used to.” 
"To communicate with my classmates, I will recite the rap lyrics.，， 
“I try hard to memorize the rap lyrics so that I can scream with my friends in discos." 
A concertgoer we came across in an underground band show asked us were there any girls in 
LMF. The "fetish consumers" are not very familiar with the band. They admitted that they knew 
little about LMF. To them, the tattoos inscribed on the bodies of the band members were more 
attractive than their songs. They knew the ones appeared in the beer advertisements were LMF 
members but they could hardly match the "strange faces" with their names. They will be 
accepted as long as they can show their peers they have listened to LMF, they are familiar with 
the rap lyrics, and they dress in the same style of fashion of LMF. Through consuming the 
devilish icons and the rebellious foul lyrics, they can experience a sense of rebellion; through 
public display of their “musical preference", their sense of unease in a peer group is removed. 
In the interviewees, some young people are aware of the presence of these "fetish consumers" 
and they are often able to give a brief account of how LMF is commercialized. They could 
clearly tell the background and styles of different US Hip-hop bands just like an expert, and 
criticized how LMF imitated from their counterparts in the US to please the local “fetish 
consumers”. They could also analyze the three albums of LMF and tell of how 
commercialization ruins their creativity. Most of them said that the first album of LMF was 
"hardcore style" and "cool" but “the second and the third albums were poor in quality due to 
commercialization". By making these criticisms and statements, the young people can distance 
themselves from the “fetish consumers". 
One interviewee said, “I like the foul lyrics. But if more and more people know and prefer LMF, 
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I will not support them anymore. I hope I can be the only one who likes LMF. It seems to be 
cool if no one listen to them but only I know them. I don't want to follow the mainstream so I 
chose the band sound." 
David Riesman (1950; as cited in Negus, 1997) noticed that while most music fans have 
undiscriminating tastes in popular music, there is a small group of fans who insist on rigorous 
standards of judgment and taste, and prefer the uncommercialized and unadvertised small 
bands rather than name bands. These small group of fans would develop a private language and 
take a flight from it when the private style is taken over by the majority group. Therefore, the 
cultural consumption of music is used as a sign by which the youth judge and are judged by 
others. It does not matter whether it is a real or imagined community, even if no one else is 
around, one listens to music in a context of imaginary 'others' (Negus, 1997). 
When LMF was still an underground band, the alternative music band sound attracted them and 
gave them a sense of individuality. However, with the emergence of the "fetish consumers", 
these interviewees tried to take a flight from it. 
It is clear that young people have a contour mapping out different kinds of young people 
according to their musical preferences in their minds. To experience a sense of individuality 
among the ordinary mass who are used to Canto-pop, they try an alternative music style such as 
LMF. When LMF becomes more and more popular, there may be "fetish consumers" who treat 
LMF and their music as a trend. In fact, they may know little about LMF or alternative music. 
To differentiate themselves from these "consumers", young people are conscious to show their 
expert-like knowledge on the indie band music to take up the position of "real indie band 
lovers’，or other young people simply take a flight away from this commercialized subculture. 
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The label of "alternative" seems very desirable to the younger age group. Therefore, unlike the 
discourses mentioned above, a resistance strategy is welcomed in the discourse of 
"consumption of the alternative music". 
Conclusion: Discursive Struggle - Domination, Negotiation and Resistance 
I am interested to find out whether the subcultural discourses appear in LMF's music will 
become discursive resources available to the young people to resist the dominant ideology. 
However, later in my research I discovered that even those young people who were identified as 
non-conformed showed strong adherence to the dominant ideology. Therefore, I reframe my 
analysis by perceiving young people as a battleground where multiple discourses, including the 
dominant ones and the subcultural ones, compete. In the struggle, dominant ideology often 
occupies a predominant position. In this chapter, I have examined the competition between five 
discourses, namely, ‘‘academic achievement", "career path", “moral question of swearing and 
foul lyrics", and "consumption of alternative music". There are three modes of competition 
between the dominant ideology and the alternative discursive resources: domination, 
negotiation and resistance. 
In the discourse of "academic achievement", ‘‘good academic performance" occupies a 
predominant position that young people can neither resist nor negotiate easily. Although there 
are young people who are able to make well-articulated rationales to criticize the local 
education system, they are not capable of putting the alternative discourses into practices. In the 
discourse of “career，’，young people have to decide whether to pursue their own ambition or to 
follow a mainstream career path, which assures a considerable materialistic return and a stable 
life. However, most of my interviewees are reluctant to adopt a resistant strategy by spending 
all their effort and time as LMF members do. 
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Young people are “trained’，in a hierarchy of importance locating different discourses. 
“Academic performance" and "career" are the discourses at the top of the hierarchy because 
one's social status is overwhelmingly determined by one's reputation and success, which is 
quantified and measured by educational qualifications, results of public exams, occupations, 
salaries and assets in Hong Kong such a capitalistic society. Resistance to the dominant 
ideology may risk severe "punishment" such as deprivation of opportunities, unpromising 
materialistic return, and being outcast by the system. Thus, in these two discourses, dominant 
ideology prevails in the construction of young people's subjectivities. No matter for the young 
people who were identified as “conformed，，or "non-conformed" groups, they showed strong 
adherence to the dominant ideology. 
However, the “moral question of swearing and foul lyrics” occupies a comparatively lower 
position in the hierarchy. Violation of the dominant ideology is "less severe", and young people 
have more room to resist and negotiate. Through comparing the narratives of teachers and 
parents, we can explore their strong disapproval of the use of swearing and foul lyrics. However, 
young people are able to justify swearing and self-initiate rules that permit them to swear under 
certain circumstances. They are able to make well-articulated rationales to defend the use of 
foul lyrics. Nevertheless, in practice, young people are pressurized and try to avoid foul lyrics 
under the public surveillance. To preserve the subcultural pleasure, they negotiate by avoid 
listening songs with foul lyrics in public, and only listen to them in private. 
In the discourse of "consumption of alternative music", on the contrary, resistance is desirable. 
With the majority used to Canto-pop, alternative music assures a sense of individuality. 
Therefore, when the subculture is commercialized, young people will stay away from the 
7 1 
"fetish consumers" by expertly criticizing LMF and their music, proving that they are able to 
differentiate the "real subcultural styles" from the commercialized ones. It is an interesting 
phenomenon. It is the label of “alternative musical style" that attracts young people and gives 
them a sense of individuality. When LMF becomes popular, some fans seek the subject 
positions of "indie band lovers". How can a band retain these "authentic music lovers" but at 
the same time attract a new audience who desire the "alternative" label"? It is one question I 
want to answer in the next chapter. I will detail how the media, advertisers, and record company 
exploit LMF to meet these specific market needs and how LMF reacts to this commercial 
exploitation. 
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Chapter 4 Dialectic between Incorporation and Excorporation 
LMF in Mainstream Record Industry 
"The record industry stresses record sales too much but not music itself. Conventions of 
romance, lip-synching performance, mediocre musicianship, lackluster production and 
meaningless music academy awards. • •，’（La Na La � b y LMF) 
To meet the needs of consumers who seek an individual and new musical preference, 
alternative musicians, especially those from bands that enjoy high prestige in the underground 
band community, will be employed and marketed by record companies. However, the band 
community is often hostile to any forms of compromise or commercialization. Tension between 
underground bands and mainstream record industry can be traced from the song "La Na La”, in 
which record companies are blamed for putting too much emphasis on expanding their markets 
while musicianship, the most important thing in the band community, is often neglected. Not 
many bands are able to self-finance their musical production so some of them choose to sign 
record companies. They have to sacrifice their creative autonomy and participate in 
promotional activities. By request of the record companies, they have to put their stylistic 
close-ups on album covers, and appear in dramas, movies and variety shows to gain media 
exposure. By doing this, these bands gradually fade out since they lose their oppositional 
profiles in the underground band community. Making no difference to the pop kings or rock 
stars, they find it hard to gain a place in the mainstream market. Beyond, a local band that has 
existed for more than 15 years is the best example to illustrate this. 
Beyond was originally an underground band. After signing the record companies, the band 
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members compromise on both their musical preferences and fashion style. The four members 
are no different from pop idols, they sell their faces, love songs and also sell a packaged band 
image; they act in dramas and appear on the front cover of magazines. However, the fate of the 
band has drastically changed since the death of one of the band members, Wong Ka Kui. 
Beyond has successfully re-built up an authentic/hardcore band image by fiercely criticizing the 
local pop scene and their high profile refusal to do any more nonsensical promotional work that 
they used to do. Since then, "we don't compromise" and "we are not clowns" have become the 
buzzwords of underground bands, especially for those that start to surface up. Therefore, 
idolization is no longer the best or the only way to package bands. LMF is a good case to 
illustrate the new mode of cooperation between record companies and underground bands. 
Since no record companies were willing to finance them, LMF had to finance their debut album 
"LazyMuthaFucka" and to do the distribution themselves. With the success of the first album 
and its brilliant record sales, record companies started to approach them. Finally, LMF has been 
signed by DNA, an independent label of Warner Music (HK) aimed at creating new musical 
trends in the Asian market. The band enjoys full autonomy in creating its music, while DNA is 
responsible for distribution and promotion. The terms of cooperation seem to be attractive to an 
underground band. For the band, they gain fame, publicity, and money, both for themselves and 
for their music production. For the record companies, subcultural music under these 
well-planned marketing strategies becomes a revenue-generating product. Selling points of 
these "products" (LMF and their music), of course, are the desirable labels of "alternative", 
"underground", "hardcore", "Hip-hop", "trendy", "first-class underground musicians" and 
"subversive but message-laden foul lyrics". These products prove to be a success by the 
brilliant record sales of its second album "Lazy Clan”. This success not only brings LMF from 
the "underground" to the “over ground" but also attracts heavier commercial investment. 
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Becoming more and more popular, LMF was invited to rap in Canto-pop. For example, Sammi 
Cheng, pop queen of WEA (another label of Warner Music), put LMF to work on two of her 
songs and invite them to make guest appearance in her concerts. The crossover was successful 
and the songs achieved high positions in local pop charts. With a growing base of youth fans, 
LMF was invited to write the theme songs for the youth-oriented action film “Gen-X-Cops” 
and its sequel "Gen-Y-Cops". 
LMF in Advertisements 
Watkins (1998) pointed out that commercial messages used subcultural imagery, iconography, 
music, discourse, or other lifestyle depictions as stylistic devices that attempted to resonate with 
widespread consumer resistance to conformity, homogenization, and rationalized authority. 
Through the process of decontextualization, essentialization and re-contextualization, 
depictions of Hip-hop in the TV commercials were emptied of its original importance as an 
articulated response to the pressures of poverty, racism, and urban degradation. Youth oriented 
Coca-Cola, for example, has successfully appropriated different subcultures for its summer 
promotional campaigns. Coca-Cola directed its selling approach towards the Hip-hop crowd in 
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2001. The advertisers have purposefully essentialized graffiti, spray-cans, street fashion and 
rap and Hip-hop is no more than a commercial proposition that can be replaced with any 
subcultures. 
LMF also attracts the commercial exploitation of youth-oriented brand, Levi's. MC Yan of 
LMF, also a famous local graffiti artist, was invited to design the "Levi's Graffiti Collection" 
^The brand invited famous Japanese fashion designer, Tabo of brand name Alphanumeric, to design accessories 
such as spray-can key-ring, skateboard, "Graffiti" T-shirts and figure. The name of the campaign "Run 2 da Hip 
Hop (Run to the Hip-hop)" also adopted the Hip-hop languages. 
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and to demonstrate body graffiti in the opening ceremony of their superstore in Causeway Bay. 
In the boutiques, it is highlighted that the “Graffiti Collection" is designed by LMF. Other than 
Levi's, LMF is best known for its deal with San Miguel. In 2000，LMF replaced Tony Leung 
Ka-Fei as the pitchman of the beer brand, San Miguel, in Hong Kong.^ LMF was signed to star 
in six different commercials for the beer company, namely “The Lazy Clan Series" which 
included “Wish for the New Year (新願望篇)”,“Santa Claus (聖誕老人篇)，，,“Priceless (無價 
篇)”，"Graffiti (塗牙鳥篇)，，，"Girlfriend (女朋友篇)，，and "Lunar New Year (拜年篇 )” .Original ly , 
there were “dirty” versions of the commercials in which the scripts were filled with swearing 
but the client turned them down. In the commercial "Santa Claus", all fans of LMF are old 
ladies and one asked, “What does LMF stand for?，，Ah Phat, one of the members replied, “Love 
Mother Father!" Ear-basing "LazyMuthaFucka" in the underground music terrain becomes 
appealing "Love Mother Father" in the commercials. Other than starring in the commercials, 
LMF wrote the song "Para Salud" for the beer advertisement as a theme song. The song, with 
the lyrics repeating "Fresh Idea (亲斤觀點)，’，sems to encourage teenagers to be innovative but 
meanwhile, it repeats the commercial proposition of the beer advertisement. As shown in the 
advertisements, the LMF's vulgarity and transgression stigmatized by media is often down 
played while the subcultural and alternative style is highlighted. 
LMF has to make guest appearances in promotional events held by its advertisers so that they 
can receive sponsorship in concerts and live shows in return. Most of the time, lucky-draw 
sessions giving out promotional products are indispensable in these promotional events, but 
these sessions are often not very welcomed by audiences. Once LMF mentioned the name of 
‘‘San Miguel" on stage or the lucky draw sessions got started, audiences would swear at them. 
^The pitchman was still Tony Leung in Mainland China after San Miguel signed LMF. The contract deal with LMF 
and Tony Leung expired and now the pitchman is famous comedian Stephen Chow. 
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Members of LMF admitted that they treated these shows as strictly business. When audiences 
wait for a long time, they become abusive. When LMF members appear at the front of the stage, 
the audiences swear. "They fuck all the time!” Ah Phat said. Once in a live concert held by 
Levi's, several members of the band could not put up with the insults from the audience, so that 
they jumped from the stage and fought several members of the audience. The news hit the 
headlines again. 
LMF in Media 
Dramatized Deviance 
LMF was virtually absent from the mainstream media before their second album was released. 
Only when Warner Music (HK) was fined because of missing warning labels on some records 
which had been classified as "items not suitable for the under-aged' did the band earn attention 
from the local mainstream media and hit the headlines. The focus of these headlines was not the 
missing labels on album covers but the swearing in the lyrics. The media tried to convey the 
message that "LMF was fined just because of their foul lyrics rather than missing warning 
labels on the cover." 
One of these headlines was "Record Company charged unprecedentedly. Musical Industry 
Warned about Foul language.，，At nearly the same time, their stunning performances such as 
swearing and using foul hand signs in campus shows generated sporadic attacks by educators, 
pop singers and famous hosts of radio programs. In a radio program, the host said in the 
introduction, "LMF, maybe I should call it the tsou hau band (粗• band)(foul band). No one 
knows what LMF is but everyone knows the so-called tsou hau bandQ^\I[ band)(foul band)." 
The media would not miss any opportunity to quote their vulgar utterances and behavior in live 
shows. Half-page photos which showed crazy audiences jumping exultingly with their foul 
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hand signs in live concerts were accompanied by captions such as "the swearing band" and “an 
obscene show". Ah Phat, in the backstage interview, declared that the most desirable thing after 
concerts was marijuana. LMF was then accused of instigating drugs abuse. On one occasion, 
LMF's songs are used as background music in a documentary program that talks about youth 
deviance and youth smokers. To the media, LMF seems to be a convenient symbol to signify 
juvenile transgression. 
The commercial "Lunar New Year (拜年篇)” can be rightly credited as the most popular 
commercial in the "Lazy Clan Series". The advertisement depicted that DJ Tommy was forced 
to visit his relatives in the Lunar New Year but soon he discovered that all his relatives were 
sexy and charming girls. Then, Tommy was shown to hold his beautiful cousin “un-mui 妹),’ 
tight in a childlike manner. However, five audiences misunderstood that DJ Tommy, the 
30-year-old Asia's top DJ with a chubby “baby face”，was under-aged and they complained to 
The Broadcasting Authority that portrayal of an under-aged drinking beer encouraged minors to 
drink alcohol. Another complaint was made on a very fleeting shot towards the end of "Wish 
for the New Year (新願望篇)”，which showed MC Phat holding a bottle of San Miguel beer in 
one hand and gesticulating with the other hand. Both complaints were upheld but it proves an 
over-sensitive reaction towards LMF's performance in advertisements. To audience, LMF must 
be connected with vulgarity and deviance. 
LMF has the song "Uknuwudafuckimsayin (ID家怜)，，with which it curses local tabloids for 
their unethical media practices. Market-driven presses offer consumers sensational news stories, 
pornographic graphics and backstage life of artists. Readers can choose what to consume just 
like what they do in the supermarkets. Eye-catching news about their deviant behavior, extreme 
opinions, foul lyrics and wild performance in live shows - all are "commodities" with high 
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market values to the media. 
Subculture Experts and Trendsetters 
Other than being stereotyped and stigmatized, LMF is often portrayed as a group of subcultural 
experts and trendsetters. 
DJ Tommy is portrayed as an expert of vinyl scratching while another member, MC Yan, is 
regarded as the "graffiti expert" and he is often invited to teach, to demonstrate graffiti writing. 
LMF members sometimes appear in feature article on fashion, being portrayed as models with 
captions telling the fad followers which brands of fashion they prefer to wear. 
When the “Miss Hong Kong Beauty Pageant 2000” was held, LMF was a big hit. TVB 
(Television Broadcasts Limited), a local commercial television station and the organizer of the 
beauty pageant, not only made use of its popularity but also appropriated the subcultural music 
according to their needs. The original message embedded in the Hip-hop music and the lyrics 
are totally distorted and overthrown. LMF criticized that "Miss Hong Kong Beauty Pageant" 
was no more attractive than “dogs shows” that newspapers became a battleground between 
TVB and affiliates of LMF. A former Miss-Hong-Kong responded by saying that, "Those using 
swear words are immoral and they have no grounds to criticize others. Their views can be 
ignored." The spokesman of TVB said, "They (members of LMF) are people with alternative 
lifestyle. No one in the mainstream will accept them. They would never appear in mainstream 
media like ours." Majority of local singers sign contracts with TVB for better media exposure. 
They will show up in the “Jade Solid Gold (勁歌金曲Xa long-life music variety show of 
TVB)" and their music videos are shown in TVB Jade channel. LMF is one of the minorities 
who have not signed a contract with TVB and one can say that virtually no relationship exists 
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between them. However, TVB rearranged nearly all songs on the album “Lazy Clan" and 
changed the lyrics from acrid social critique to vulgar descriptions of the beauty queens in its 
show. Pop king, Eason Chan, performed these songs. To imitate a "Black Hip-hopper", Eason 
wore the Hip-hop street fashion and covered his face with dark color foundation cream. 
Conclusion: Dialectic of Incorporation and Excorporation 
Hip-hop is a new music genre for most of the Hong Kong people, though it has been popular in 
other Asian countries for decades. In a post-industrial society where consumers are invited to 
individualize themselves, fragmented niche cultures such as Hip-hop become potent 
commodities to enter the local teen market. Rap, graffiti, skating, DJ vinyl scratching, even 
unmentionable swearing has become subcultural capital for teenagers to individualize 
themselves. Fashion and record industry make a living from these subcultural capital: pop 
singers either rap about love or invite rappers to rap in their syrupy Canto-pop; Boutique's show 
windows are the latest “Graffiti Collection". LMF is no exception to this exploitation as the first 
group in Hong Kong to appropriate the Hip-hop styles of graffiti, scratching and rap by 
assembling them with Chinese characters, Cantonese slang, domestic cultural reference and 
samples drawn from sound clips of local melodrama. 
One can imagine the process. LMF is originally an underground ad hoc group who 
self-financed their album without any calculated marketing and promotion. Then they were 
signed by a record company, performed rap for the pop queens and starred in commercials. 
LMF has gradually turned from an underground band that provides its members pleasure in 
musical production and performance, to a commodity that can be consumed by all audiences, 
then becomes a convenient symbol that can be exploited by advertisers to build their brand 
images, and a good resource for media to develop their stories on deviancy. The literature tends 
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to portray the process of subcultural incorporation as a linear process in which the subculture 
gradually turns from "authenticity/resistance" to "inauthenticity/commercialization" until it is 
"frozen". Postmodernists criticize the contention that a clear boundary between "authenticity" 
and "inauthenticity" can never be drawn in a postmodern and globalized world. The extent to 
which the cultural form can be regarded as authentic or inauthentic is disputed. For them, the 
process of incorporation is simply too fast for one to trace a boundary. I do not oppose the 
ambiguity of the boundary between "authenticity" and "inauthenticity" but my major argument 
here is that, rather than a linear process from incorporation to excorporation proposed by 
subcultural theorists, there is an “imagined boundary" between "authenticity" and 
"inauthenticity", bringing about the dialectic between incorporation and excorporation. 
Thanks to the exploitation by the record company, advertisers and finally the media. LMF 
attracts a large group of audiences who either treat the band as a consumable commodity or 
entertainer. For the record companies, the advertisers and the media, these fad followers are 
their potential customers and LMF is no more than a marketed product. They realize the selling 
point of this product is "subcultural", "underground", and most importantly, the desirable label 
of "alternative". Over-exploitation of the band not only loses the selling point but also attracts 
fiercer attacks from the indie band lovers. For example, one of my informants strongly 
criticized LMF by cussing their acts of commercialization as “selling their ass". Therefore, 
members of LMF are conscious of and anxious to strike a balance between incorporation and 
excorporation, so that they can enjoy the fame, publicity and money they gain from 
incorporation but retain its desirable "oppositional posture". 
For example, they emphasize that their deals with advertisers and pop stars are strictly business. 
They try hard to prove that they are still highly principled and true to the “real Hip-hop". 
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Though they were signed to the beer brand as pitchmen, they refused any acts that would spoil 
their images as hardcore musicians. They must make sure that the ones appear in the 
commercials are their true selves. They do accept interviews and projects that are unrelated to 
music, but they never appear in TVB's “Jade Solid Gold (勁歌金曲Xa long-life music variety 
show of TVB)’，and they never accept jobs that are nonsensical and stupid. For example, they 
turned down a commercial of a bridal salon and also turned down a movie because they 
disgusted co-acting with the pop king and waiting for a whole day just for a single shot. Though 
they were signed to record company, they stress on full creative autonomy and they refuse to 
admit that they are “compromised”. The best way to prove is through music. Their song 
“Fucking Wonderland (忍唔住要)’’ has the lines "You know our music is the real Hip-hop and 
our rap is the real hardcore". "Respect 4 da chopstick Hip-hop" highlights their “Real Hip-hop" 
have something to do with the socio-cultural background of the oppressed ethnicity rather than 
Hip-hop look stressed in the “commercial Hip-hop". 
However, one should remember that any claims for "excorporation" itself could be re-exploited 
again. Davy, in one interview said, “We are not Mr. Friendly. LMF is just a commodity, a 
commodity with a bit alternative style.” “Creative autonomy", "refusal of compromise", “real 
Hip-hop,，and ‘‘hardcore’’- all have high marketing value and all bring about an “imagined 
authentic subculture" for consumers who seek for individuality and alternative. Actually, it is 
also this "imagined boundary” between “authenticity” and “inauthenticity” that the band 
constantly refers to in the dialectic between incorporation and excorporation. Incorporation can 
be imagined as a boundary crossing from the “authentic” end to the “inauthentic” end while 
excorporation works in the reverse direction. LMF is constantly seeking for an optimal position 
on the continuum. For other bands, some may attach firmly to the " a u t h e n t i c end" and they are 
so-called “underground” or the “indie” bands, which enjoy high prestige in the underground 
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community. For other bands, in the highly mobilized and activated capitalistic mechanisms, 
they are driven from the "authentic end" to the "inauthentic end" until exhaustion. They finally 
lose their cutting edge and fade out in the market, as I have mentioned early in this chapter. The 
most successful bands, after all, are the ones that can shift tactically on this continuum. 
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Chapter 5 Conclusion: Populist Resistance, Multiple Identities and Imagined Authenticity 
While LazyMuthaFucka's foul lyrics, wild performance and cynical remarks generated great 
controversy in the society, for fear that the band would corrupt the morale of young people, its 
popularity proves the success of the crossover between the mainstream record industry and 
band sound. Subversion, oppression and exploitation, relationship between subculture and the 
dominant culture seems polymorphous. This inspires me to ask, "What is the relation between 
subculture and the dominant culture?" Subcultural theorists tend to answer this question by 
referring to two concepts, “resistance，，and "incorporation". 
Working-class subcultural resistance is often reduced to a class struggle against the hegemony. 
With their own forms of social relationship, institutions, values, modes of life and with their 
own ways of using discursive resources, subcultures lie outside and resist the hegemonic 
class-culture, figuratively expressed through subculture styles. Young people search for 
expressive goods that give them a sense of difference and the record companies need new 
products and tactics to expand their market; subcultures are exploited to meet these specific 
needs. Therefore, subcultures undergo a process leading from resistance to incorporation until 
they become "frozen" when the subcultural styles are made generally available to all. 
However, I find this contention, as well as the theories on "resistance" and "incorporation", 
does not fully explain the case of LazyMuthaFucka. First, the demarcation of the subculture 
from the dominant culture becomes more problematic when one finds LMF aligning with the 
populist sentiments and even the dominant ideology. Second, theorists often romanticized 
resistance. In fact, resistance is made in consumption in most cases. When it involves morality 
or material gains and losses, neither can young people resist or negotiate easily. Third, in a 
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Post-Fordist consumption market, when resistance is persistently employed by the market to 
meet the needs of consumers who seek products that give them a sense of individuality, LMF 
"excorporates" in a tactical way to sustain its subversive power. Thus, it may be more 
appropriate to argue that it is a dialectic between "incorporation" and "excorporation", rather 
than a unidirectional cycle leading from resistance to incorporation. Therefore, it is the aim of 
this paper to re-interpret the concepts of "resistance" and "incorporation". In the sections to 
follow, I will draw a concluding remark on my findings and articulate it to the local specific 
context. 
Populist Resistance 
Contextual factors have undergone drastic changes since the sovereignty reversion in 1997. 
Shortly before the handover, released from the administrative diversion policy, Hong Kong 
people, who were formerly apathetic about political issues, started to taste democracy and 
become aware of the politics. Conflicts thus arose when the local government did not 
adequately fulfill the public desire of democracy after the handover. Elected by the 
400-member Selective Committee rather than universal suffrage, the legitimacy of the Chief 
Executive and the first legislative council were widely questioned. Since the handover, the 
celebration of the establishment of HKSAR has been accompanied by demonstrations for five 
consecutive years. This ironic simultaneity symbolizes a discontent with this undesirable 
drastic change in politics. 
Oppositional discourses are formed and negative public sentiments gradually consolidate under 
long-term economic turmoil, high unemployment rate and misguided policies. Popular 
resistance is gradually cultivated, thanks to the amplification of these negative sentiments by 
the public forum, phone-in programs and newspaper columns. This was the critical context in 
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which LMF emerged. LMF makes a bricolage of this popular resistance with the transcultural 
form of Hip-hop, "translocal band culture" (Ma, forthcoming b) and Cantonese slang to create a 
new subcultural capital, which can be further converted to the economic capital by the 
incorporation of market. The local media also experienced a drastic change shortly before the 
handover when mass-oriented press groups were in keen competition. "New media practices" 
such as infotainment, yellow journalism, paparazzi and mendacious reporting were introduced 
to the local media industry. These unethical media practices have been strongly criticized by the 
public and LMF uses this popular resistance to curse the media in their songs. Though it seems 
radical with using provocative foul lyrics in songs about "politics" and "media", resistance is 
actually tangible when one realizes that the resistance is publicly supported. 
What is more, when it comes to the discourse of “gender’，，in the underground band arena, 
which is male-oriented, LMF demonstrates a strong belief in the dominant patriarchal ideology. 
Thus, it is unfashionable to follow the Post-war subcultural theorists that the relationship 
between subculture and the dominant culture is a simple dichotomy of "resistance" and 
“domination”，though on various fronts, the case of LMF verifies contentions of subcultural 
theories. For instance, a bricolage of different class-oriented subcultural styles of DJ scratching, 
Hip-hop music genre, MCing，graffiti, street slang and depiction of ghetto lives in lyrics 
expresses their resistance against oppressive class problems. Also, taken up a radical subject 
position in the discourses of "Capitalistic ideology" and “moral question of foul lyrics，，，LMF 
receives immediate and substantiated confrontation from the dominant groups. 
However, as mentioned, its subcultural discourses on the subjects of "media", "politics" and 
“gender” are compatible with the widely circulated anti-establishment discourses and even the 
dominant ideology. Demarcation of subculture from the dominant culture is thus more difficult. 
8 6 
Sometimes it is a radical resistance against the dominant ideology, while in others, with 
provocative foul lyrics, resistance seems to be radical in the superficial sense but as the 
subculture discourses have ground support from the populist resistance and the dominant 
ideology, resistance is actually an ostensible one. Relationship between subculture and the 
dominant culture is much more complex and fluid when the subculture is exploited by the 
market and when "resistance" can be commodified. 
Multiple Identities 
As LMF provides a pool of alternative discursive resources, I am interested to find out how 
these resources are used by audience to resist the social order. However, later in the research I 
discovered that this assumption is not supported. Resistance to the dominant ideology is not an 
easy task for young people. When multiple discourses compete in the construction of young 
people's subjectivities, alternative discourses are often deemed to failure. In most cases, young 
people's subterranean values are totally suppressed to make way for the dominant ideology 
while in others, young people are capable of making use of the available alternative discourses 
to "negotiate" or “resist” the dominant ideology that regulates them. This "encoding/decoding" 
model (Hall, 1980) has been widely employed in studies of how different social groups 
interpret media texts. Readers with different social positions take up on of the "preferred, 
negotiated or oppositional，，reading positions. In a postmodern world where the subject is 
fragmented and the self is decentered and multiple, the same person will adopt different reading 
strategies in different discourses and contexts. For instance, a person may hold a strong belief in 
the dominant ideology in the discourses of "academic and vocational achievement", but he may 
take up a resistant position in the terrain of consumption. A person who is identified as 
non-conformist can take up a radical position and make sound anti-establishment discourses. 
However, in practice, he may strongly adhere to the dominant ideology. Whether a resistant 
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strategy is adopted or not depends on the materialistic gains and losses involved. 
When it involves material gains or losses, for example, when they are talking about “academic 
performance" and "career", the dominant ideology occupies a predominant position that young 
people can hardly resist in a capitalistic society where one's success is quantified and measured 
by educational qualifications and vocational achievements. Resistance to the dominant 
ideology may bring "punishment" such as deprivation of opportunities, unpromising 
materialistic return, and being outcast by the system. Therefore, although there are young 
people who are able to make well-articulated rationales to criticize the local education system, 
they are not capable of putting the alternative discourses into practices. Whereas in the 
discourse of “career”，the interviewees may show appreciation to LMF members as they can 
spend all their effort and time on what they love to and what they want to do. However, the 
interviewees are reluctant to follow suit. 
Comparing with “academic and vocational achievement", it is easier for young people to 
negotiate in the moral question of "foul lyrics" and "swear words”. Though teachers and 
parents show strong disapproval to swear words and foul lyrics, my young interviewees are able 
to justify the use of swearing and self-initiate rules that permit them to use foul language under 
certain circumstances. They are also able to make well-articulated rationales to defend the use 
of foul lyrics. However, when it comes to practices, young people seldom listen to songs with 
foul lyrics when their parents are around. Resistance to the moral question of foul lyrics is 
therefore somehow discursive. 
Consumption is the only terrain where resistance can be made both discursively and in practice. 
For the young audience, LMF and their music is no more than a commodity. They can give 
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expert-like comments on the lyrical content, musical elements and image of LMF but they do 
not use alternative discourses to resist the dominant ideology as I originally assumed. With the 
majority used to Canto-pop, alternative music assures a sense of difference, which is desirable 
in the Post-Fordist consumption market. Thus resistance against the mainstream in the musical 
consumption does not invoke any kind of punishment or material loss but is highly encouraged 
by the market. Subcultural resistance is not as romantic as one imagined when one realizes that 
resistance can easily and rapidly be devoured by the market. 
Imagined Authenticity 
The postmodernists often question the boundary between "authenticity" and "inauthenticity". 
Definition is a problem that to what extent the subculture can be rightly credited "authentic". 
Another problem is that in a postmodern society, marked by increasing globalization and 
Baudrillard's “simulacra”，the process of commodification becomes more rapid and the 
lifecycle of a subculture becomes increasingly shorter before it is devoured by the mainstream 
(Roberts, 2001). The boundary between "authentic" and "inauthentic" can hardly be drawn. In a 
niche market where everyone desires a sense of individuality, the question of "authenticity" is 
further problematized as the desirable labels of "alternative" and "underground" can easily be 
marketed. 
I do not oppose this suspicion about the "authenticity" of subculture. Actually, as resistance can 
rapidly be devoured by the market and that the label of "alternative" is desirable in the 
consumption market, it is often suspicious that whether resistance is real or merely a tactic to 
sell out. Here, I am not going to romanticize LMF or to propose that LMF is merely a phony. 
Actually, LMF has been an underground band for years with not much intervention from the 
market: They self-financed their albums; they created music on their own and for their own 
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interest. However, it is much more difficult to tell as LMF has been exploited by the market. 
LMF has mentioned more than once that they were aware of the process of incorporation. They 
knew why they sell and what were their selling points. Therefore, though the messages of LMF 
carry oppositional messages, it is suspicious that whether resistance of LMF is authentic. Even 
LMF could give us an answer; there were no way to prove or to state clearly when they are 
resisting in an "authentic" way and when they are selling out an "inauthentic resistant posture". 
This is the paradoxical relationship between subculture and the dominant culture. It is often 
quite hard to define "authenticity", "inauthenticity" and the boundary between the two. 
However, subcultural bearers would imagine their own one and constantly refer to it in the 
dialectic between “incorporation，’ and “excorporation’，. Therefore, in this research, I would like 
to highlight the importance of an "imagined boundary" between "imagined authenticity" and 
"imagined inauthentity". 
LMF was originally such an underground band that even one of its members, DJ Tommy, as an 
international class DJ, received little attention from the mainstream media. However, 
everything has changed thanks to different forms of incorporation. LMF repeatedly hit the 
newspaper headlines and now nearly everyone recognizes DJ Tommy simply because of his 
performance in the TV commercials of San Miguel. 
The selling points of LMF are clear, it is "subcultural", "underground" and “alternative”. 
However, realizing that their selling points would lose and it would attract fiercer attacks from 
the indie band lovers out of over-exploitation, band members of LMF excorporate at the right 
time, so that they can enjoy the fame, publicity and money they gain from incorporation but 
retain its desirable “oppositional posture". For example, they try hard to prove they are still 
highly principled and enjoy high creative autonomy although they are signed to major labels. 
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They do accept interviews and projects that are unrelated to music, but they refuse anything that 
would spoil their images as hardcore musicians. They must ensure that their true selves appear 
in these commercial projects. There seems to be an "imaginary boundary" between 
"authenticity" and "inauthenticity" that the band constantly refers to in the dialectic between 
incorporation and excorporation. Being signed to a record company and participating in 
projects related to music is a boundary crossing from the "authentic" to the "inauthentic" end, 
while making claims of "creative autonomy" and “we will be ourselves" is a boundary crossing 
from the "inauthentic" to the "authentic" end. 
In the above sections, inspired by the case of LazyMuthaFucka and based on the specific 
empirical context of Hong Kong, I have discussed the concepts of "populist resistance" and 
"imagined authenticity". When I was conducting my research, LMF drew attention from the 
academia, media and some independent filmmakers. Members of LMF were pleased to share 
their life histories, views on a wide range of topics and a small portion of their private lives. 
When I had nearly finished this thesis, I watched a documentary of LMF. I was particularly 
impressed when the filmmaker said, "different interpretations can be made about this film by 
different members of the audience." There are simply too many methods and perspectives to 
explore LazyMuthaFucka in addition to the underground band subculture. 
When I was performing this research, I heard many interesting and inspiring stories in the 
underground band community and I experienced a series of breakdowns as a "student" from the 
“established orders" to a "subterranean terrain". With multiple subjectivities of being a 
"student", "young person" and "researcher", I was strongly moved by every part of what I had 
observed. Nevertheless, it is impossible for me to include all this raw data in this thesis which 
aims at exploring the relationship between subculture and the dominant culture. Meanwhile, no 
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one could stand at an omniscient point that enables him to explore every facet of the case. 
Therefore, I should confess that what I observed and what I represented in this thesis is merely 
a small part of the subculture. However, in the special empirical context of Hong Kong, I hope 
this thesis will provide a new foundation for subcultural studies. 
For instance, while there was subcultural resistance against the hegemonic middle-class culture 
in the post-war era, this thesis shows that there can be subcultural resistance that has solid 
ground support from anti-establishment discourses. While it is a tradition for resistance to be 
romanticized, it is actually uneasy for young people to resist or negotiate when it involves 
materialistic gains and losses. After all, the terrain in which young people inclined to exercise 
their resistance is the consumption market where a sense of individuality is desirable. While it 
is common to question the "boundary" between "authenticity" and "inauthenticity", subcultural 
bearers actually imagine their own one and constantly refer to it in the dialectic process of 
"incorporation" and "excorporation" to meet these specific market needs but at the same time 
sustain an originality. 
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Appendix I 
Discography of LazyMuthaFucka and DJ Tommy 
DJ Tommy (1999). DJ TOMMY SCRATCH RIDER. DNA aroom. 
DJ Tommy (2001). RESPECT FOR DA CHOPSTICK HIP HOP. DNA aroom. 
LazyMuthaFucka (1999). LAZYMUTHAFUCKA. DNA aroom. 
LazyMuthaFucka (2000). LMFAMiGLiA. DNA aroom. 
LazyMuthaFucka (2000). THE LAZY CLAN. DNA aroom. 
LazyMuthaFucka (2001). aroom represents the realazy mofo • DBF. DNA aroom. 
LazyMuthaFucka (2001). LMFAMiGLiA Live VCD. DNA aroom. 
LazyMuthaFucka (2002). CRAZYCHILDREN. DNA aroom. 
Wong, Paul (2000). "Hong Kong for Sure!" Yellow Paul Wong. Universal Music. 
Appendix II 
Websites 
Official Website of LazyMuthaFucka. Available at http://www. lazymf. com 
Official Website of DJ Tommy. Available at http ://www.di tommy.com 
Official Website of San Miguel Corporation. Available at http://www.sanmiguel.com.hk 
The Broadcasting Authority. Available at http://www.hkba. org.hk 
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Howe, K. (2000’ May 14). “New Ground Zero for Rap." Sunday Morning Post, p.3. 
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Record Company Charged Unprecedentedly. Musical Industry Warned about Foul Language. 
(2000, November 30). The Sun (in Chinese). 
Room with a View. (2000, May/June). Absolute Magazine. 
That's the Way I Like it. (2000, June). BC Magazine. 
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Appendix IV Photos of LMF 
(Quoted from Official Website of LMF & LMFAMiGLiA Live VCD) 
B i 
H m I 
Photo 2: Life Concert of LMF 
1 0 3 
I 膚 
I I 雕•;�： 
I 礎I. 
mk . • 
Photo 5: Live Concert of LMF - Ah Phat 
Photo 6: Backstage Interview - Ah Phat 
H ^ B . I 
1 0 5 
Photo 7: Live Concert of LMF - Ah Kit (right) 
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Photo 9: Live Concert of LMF 一 Davy (left) & Prodip (right) 
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